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Chapter 1 
 
Introduction 
 
 
For more than a millennium, Buddhist practitioners from South Asia have transmitted rituals in the 
form of instructions and liturgies laid down in manuals. Many such handbooks have come down to us. 
Some of these carry illustrations, especially the more recent manuscripts (Szántó 2015, 656). A 
particular type of manual from the Kathmandu valley, in Nepal, carries illustrations of Vajrācāryas, 
Buddhist masters, assuming bodily postures as part of padasādhana rituals. A padasādhana, viz., ‘the 
accomplishment - or choreography - of the steps’, includes series of standing, seated and squatting 
postures (pada; āsana), to be performed by the ritual masters in combination with gestures (abhinaya; 
mudrā; ākṣepa).1 The ritual, as performed by the Newars, seems to have functioned within the context 
of larger ceremonies. One such ritual is the procedure for walking around a site to remove obstacles 
(parikramavidhi). Another observance goes by the name of ahorātrapūjā and consists of a collection 
of rituals extending over several days and nights to consecrate a receptacle for a deity, Buddha or 
Bodhisattva.2 A manuscript from the Royal Library in Copenhagen, presumably once a manual for the 
padasādhana of the ahorātrapūjā, is the focus of this thesis. 
 
1.1 Illustrations in ritual manuals from Nepal: State of the art 
Manuscripts have played an essential role in research on Buddhist practices in South Asia. The study 
of the texts laid down in these manuscripts has advanced considerably, especially when compared to 
the limited attention that has been paid to the accompanying illustrations, such as painted miniatures 
and line drawings. In recent decades, the focus started to shift and more scholars have devoted their 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
1 The terms abhinaya and mudrā are at times used interchangeably in the description of the ritual in the 
Kriyāsaṃgraha text (Section 1.6; Bühnemann 2008, 173). Abhinaya generally indicates a dramatic gesture, while 
the term mudrā refers to a symbolic hand gesture. In a wider sense, mudrā also includes postures and movements 
of the body, such as tilting the head. The literal meaning of the term is ‘seal’. A mudrā includes a ‘sealing’ of 
oneself as a deity, and is, in fact, ‘the embodiment of the characteristics of enlightenment that the deity represents’ 
(Weinberger 2003, 44). This wider sense of the term appears helpful in understanding ‘mudrā’ in padasādhana 
manuscripts in which an embodiment of the deity by the ritual master plays a central role. In the Kriyāsaṃgraha, 
ākṣepa is described as a complex movement with different body parts. It may also refer to the posture or movement 
of a fierce deity (Bühnemann 2008, 159; Tanemura 2004, 34). 
2 At times in this thesis, to facilitate a smoother reading of the text, I used the term ‘deity’ as including Buddhas 
and Bodhisattvas, for example when referring to the deities of a particular maṇḍala, or to the ritual masters as 
embodying the deities of the padasādhana. 
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work, and even entire monographs, to the study of images in Buddhist manuscripts and their relation to 
the texts. Jinah Kim (2013), for instance, examined the connections between illustrations and texts in 
Indian and Nepalese manuscripts from the 11th to the 13th century CE. The seeming disconnection of 
images and texts in many of these manuscripts inspired Jinah Kim to distinguish several categories of 
illustrations. These range from ‘straightforward’ images that directly represent events or deities 
described in the texts (2013, 57) to sets of illustrations that are dissociated from the text and follow an 
inner logic of their own within the manuscripts. Images of the latter type, for example, include 
depictions of deities that together represent a maṇḍala extending over several pages (Kim 2013, 149-
162). These categories compellingly apply to the corpus of texts analysed by Jinah Kim. Nevertheless, 
her recognition of the three ways in which the readers seemed to engage with the physical books - 
through actions of body, speech and mind - triggered Eric Huntington’s idea of the complementarity of 
images and texts in ritual manuals from Nepal to guide the bodily, verbal and mental actions of the 
practitioners (2017, 178-179).  
An extensive amount of manuscripts has been preserved in the Kathmandu valley, due to its 
favourable climate and a continuous reproduction and transmission of certain texts by the Newars.3 A 
pioneering work on illustrated manuscripts from Nepal, is Margriet Blom’s Depicted Deities (1989). 
She examined common motifs in model books used by Newar painters (Skt. Citrakār; Nw. Puṃ) as 
guidebooks for the production of various kinds of religious paintings. She indicated the importance of 
these model books as visual guides in the local transmission of the iconographies of Hindu and Buddhist 
deities in the Kathmandu valley (1989, 74).   
Illustrated manuscripts from Nepal are also a recurring theme in the work of Gudrun 
Bühnemann. Among the many publications that she has devoted to this subject,4 her study of a 
manuscript in the Los Angeles County Museum of Art (further abbreviated as ‘LA1’; 2008) served as 
a starting point for the analysis in this thesis. The manuscript shows series of line drawings of ritual 
masters in various standing, seated and squatting postures, combined with hand gestures. Through an 
analysis of the iconography of these images and the captions, she was able to link the illustrations to 
instructions on the performance of a padasādhana ritual as described in the Kriyāsaṃgraha text.  
More recently, Eric Huntington (2017) analysed the complementarity of texts and illustrations 
in Buddhist manuals on the Vajradhātumaṇḍala ritual (Vajradhātu Mukhyākhyāna Vidhi) from the 
Kathmandu valley. He categorised different types of illustrations in these manuscripts. The predominant 
type concerns images of hand gestures. Each category contains specific guidelines on an aspect of the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
3 The Newars preserved a Buddhist ritual praxis, with Sanskrit as the liturgical language, which is presumably 
quite alike to practices prevalent in (early) Medieval India (Szántó 2015, 660). For a more detailed, historical 
overview of the transmission of different genres of Buddhist texts in Nepal, see von Rospatt 2015.     
4 See, for example, Gudrun Bühnemann’s The Hindu Pantheon in Nepalese Line Drawings: Two Manuscripts of 
the Pratiṣṭhālakṣaṇasārasamuccaya (2003) and The life of the Buddha: Buddhist and Śaiva Iconography and 
Visual Narratives in Artists' Sketchbooks from Nepal (with translations by Kashinath Tamot, 2012). 
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ritual performance, as related to the bodily, verbal and mental actions of the practitioners, such as the 
enactment of hand gestures and the visualisation of deities (2017, 202). 
In the present thesis, I will primarily build on the work of Gudrun Bühnemann (2008) and Eric 
Huntington (2017) by analysing a genre of manual that is still employed by Newar Vajrācāryas5 for the 
performance of a padasādhana ritual. Whereas the examination of the Los Angeles manuscript by 
Gudrun Bühnemann provided me with a starting point for the iconographic analysis, the insights offered 
by Eric Huntington on the complementarity of texts and images in the Vajradhātu manuals offered a 
theoretical framework for this study.  
 
1.2 Aims and research questions: Functional iconography in ritual manuals 
The central topic of this thesis is the iconography of the illustrations of ritual masters, Vajrācāryas, in a 
manuscript from the Royal Library in Copenhagen, further abbreviated as CP1.6 We will examine in 
what ways these images function within the manuscript as a handbook for a padasādhana ritual. To 
what extent is the iconography of the figures functional in guiding the performance of a ritual? Do the 
images supplement the textual instructions in the manuscript?  
In order to answer these questions, I will first present an iconographic analysis of a selection of 
fifty line drawings from manuscript CP1. The selected figures illustrate postures and gestures to invoke 
deities of the Vajradhātumaṇḍala. The choice for this particular group has two reasons. First, the 
iconography of the figures matches largely with the illustrations in manual LA1 from the Los Angeles 
County Museum of Art, analysed by Gudrun Bühnemann (2008). This provided me with a reference 
point to start an examination of the complex and unfinished manuscript CP1, the contents of which had 
remained largely unexplored in academic research so far.7 Secondly, the Vajradhātumaṇḍala has been 
fundamental both in Newar Buddhist rituals and in artistic expressions to the present day. Depictions 
of the maṇḍala recur, for example, in painted maṇḍalas used during consecration rituals 
(von Rospatt 2010, 220-226). Illustrations of the hand gestures of deities in the Vajradhātumaṇḍala 
also appear in the ritual manuals examined by Eric Huntington (2017, 194-200).  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
5 In the Newar tradition, the position of tantric ritual master known as vajrācārya (‘master of the vajra’) in Indian 
Buddhist texts, became hereditary. Traditionally, only males, born within the endogamous group of Vajrācāryas, 
and their wives received the necessary initiations to perform tantric rituals. For a detailed description of 
Vajrācāryas and their ritual tradition, see Gellner 1992, 258-281. 
6 Acc. no. Nepal 67. The manuscript was probably collected along with various other Newar manuscripts of 
different genres, by anthropologist Werner Jacobson, who visited Nepal from 1957 to 1959 (Buescher 2011, xviii). 
I would like to thank Eva-Maria Jansson and her colleagues from the Royal Library in Copenhagen for kindly 
receiving me to access the manuscript and take photographs. 
7 Pratapaditya Pal reproduced an image of the manuscript (1978, Plate 4). Jesper Trier (1972, 130) and Helmut 
Buescher (2011, 216-218) offer detailed descriptions of the layout and fabric of the manuscript. 
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Certain Elements in the iconography of the illustrations in manuscript CP1, such as haloes, 
lotus supports and particular attributes, suggest that in these images, the ritual masters assume the form 
of certain Buddhas, Bodhisattvas and deities. In their scroll-paintings (Nw. paubhā) Newar artists 
maintained a similar, visual alignment of Vajrācāryas with the cosmic Buddha Vajrasattva, through 
haloes and particular attributes. We will examine these divine iconographies in several padasādhana 
manuscripts and in the parallel depictions in paubhās. Buddhist masters with the iconography of 
Vajrasattva also appear in sculptures from Northeast India, dated to the Pāla period 
(8th to 12th century CE), as noticed by Claudine Bautze-Picron (1995, 61-62) and Rob Linrothe (2014). 
The sculptors skilfully expressed the identification in a ritual context of tantric practitioners with the 
ultimate teacher, Vajrasattva. 
A comparison of the images of the Vajrācāryas in different padasādhana manuals revealed that 
the presence or absence of these divine features of the masters fluctuates, sometimes even within a 
single manuscript. Do the divergences between different manuscripts reflect particular artistic 
conventions or variant transmissions of the ritual? This leads to questions on the manufacture. Who 
produced these manuscripts and what were the underlying concerns? I will argue that certain variations 
in the application of divine iconographies indicate deliberate choices on the part of the producers to 
render the images more efficient in the manuscripts as handbooks. I will suggest that the main purpose 
of the illustrations is to supplement the texts in guiding the physical and mental performance of the 
padasādhana. By assuming the physical posture of a deity the Vajrācārya is able to visualise himself 
as that particular divinity. Hence, so I will conclude, the divine features in the iconography of the ritual 
masters both enable this visualisation and suggest the result of this transformative process of the ritual: 
the masters become deities. 
 
1.3 Sources and methods for the iconographic analysis 
Because of the absence of captions with the selected illustrations in manuscript CP1, I have identified 
the figures depicted by means of an iconographic comparison with the images in a manual YB in the 
private collection of Yagya Man Pati Bajracharya from Kathmandu. The postures and gestures of the 
figures in the Vajradhātumaṇḍala as depicted in manuscripts CP1 and YB are quite alike, except for 
the occasional omission or addition of attributes. This comparison has allowed me to determine the 
names of the deities.8   
At times the meaning of the iconography of hand gestures and attributes remains unclear. 
Apparently, the texts in manuscript YB require a more detailed study than was feasible within the scope 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
8 I wish to thank Yagya Man Pati Bajracharya for kindly showing me his manuscript at his house and allowing 
me to compare the images.  
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of this thesis. The ritual tradition itself also requires more delving into, as will be elaborated in 
Section 1.4. The seated figures in manuscript LA1 from Los Angeles largely correspond with those in 
CP1, but, in many cases, the hand gestures were different, probably because a different ritual ceremony, 
the parikramavidhi instead of the ahorātrapūjā, underlies the padasādhana in this manual. 
In the case of uncertainty, the Niṣpannayogāvālī text, as edited by Benoytosh Bhattacharya 
(Ed. [1949] 1972), offered some clarifications of the hand gestures or attributes. Marie-Thérèse de 
Mallmann’s analysis of a Newar manuscript with illustrations of mudrās of the deities in the 
Vajradhātumaṇḍala9 also sheds some light on the iconography and meaning of certain gestures found 
in manuscript CP1. The similarities between the mudrās as depicted in this manuscript (VM) and CP1 
are at times striking. Further research on the parallels between manuscripts showing illustrations of 
mudrās on the one hand, and the drawings in the padasādhana manuals on the other, may enlighten 
Newar transmissions of the iconography of the Vajradhātumaṇḍala in ritual contexts. These parallels 
may also help to understand the origin and transmission of particular mudrās encountered in the 
padasādhana manuals. This thesis does not aim to identify different Newar transmissions of 
Vajradhātumaṇḍala iconography, but instead focuses on the ways in which the images function within 
the padasādhana manuscripts as handbooks. 
 
1.4 Fieldwork in Kathmandu and Patan 
Although the primary concern of this thesis is the function of iconography in the padasādhana manuals, 
a certain knowledge of the underlying ritual is required. Knowing the role of the manuscripts within the 
performance and the ways in which these books were handled by the masters may shed light on the 
functionality of the illustrations.  
The scope of the thesis did not allow for an in-depth analysis of the padasādhana ritual itself. 
Textual references to historical performances of the ritual, during the various re-consecrations of the 
Svayambhūcaitya in the later Malla period (1482-1769 CE), appear in inscriptions and manuscripts 
from the Kathmandu valley. These documents tend to leave out details of the ritual actions that we 
would like to have for understanding the padasādhana manuals. Such historical accounts seem mainly 
concerned with commemorating the ritual and celebrating the devotion displayed by the sponsors.10 
Carrying out full-scale anthropological fieldwork was impossible, as the ritual is esoteric and has been 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
9 She consulted the Sarvatathāgatatattvasaṃgraha, Niṣpannayogāvālī and Kriyāsaṃgraha texts for this study 
(1977). The manuscript is preserved in l’Institut de Civilisation Indienne in Paris (Ms. SL 59). 
10 For a detailed discussion of a type of historical accounts, called ghaṭanāvālī, see von Rospatt 2018. 
Ghaṭanāvālīs include unstructured notes in vernacular Nepālbhāṣā, mostly written by ritual masters, about ritual 
events and happenings at particular shrines of popular deities, such as the temples of Buṅgadyaḥ and the 
Svayambhūcaitya (von Rospatt 2018, 164). See also Shakya 2004. 
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rarely performed during the past decennia. The most recent performance of a padasādhana, in the 
context of an ahorātrapūjā, took place from April 11 to 15, 2013, at the Vajrayoginī Temple in the 
town of Sankhu.11 
In partial repair, I conducted two interviews with Yagya Man Pati Bajracharya, who supervised 
the ahorātrapūjā in Sankhu. He kindly received me in his house in Kathmandu and showed me his 
padasādhana manual that was used during the ritual at the Vajrayoginī shrine. Also Sarvagya Ratna 
Bajracharya, who was involved in the ceremony at Sankhu, kindly offered me further explanations on 
the enactment of the postures and gestures.12  
These interviews provided me with a sense of some of the aspects of a recent performance of 
the padasādhana. Applying these insights to manuscripts that are centuries older is methodologically 
slightly problematic, as will be examined in Chapter 6. Nevertheless, the data gained from the 
interviews enabled me to formulate ideas regarding the specific layout of these manuscripts and to do 
suggestions for further research into the padasādhana rituals.  
 
1.5 The set-up of the thesis  
Before turning to the iconographic analysis of the drawings in manuscript CP1 from Copenhagen, we 
will first in Chapter 2 examine the ritual contexts of the padasādhana manuals, viz., the 
circumambulation of a site to remove obstacles (parikramavidhi) and the ahorātrapūjā for consecration. 
I will next describe the characteristic layout and contents of the manuscripts. An introduction to the 
particulars of the manuscripts accessed for this thesis concludes Chapter 2. 
Chapter 3 offers an iconographic analysis of the line drawings in manuscript CP1. Whereas the 
selected figures of the Vajradhātumaṇḍala will be described in considerable detail, the remaining 
images will be introduced only briefly. A discussion of the arrangement of the series of drawings in the 
manuscript and shared iconographic elements, such as a particular type of crown and attire precedes 
these descriptions.  
The next chapters shift to an examination of the iconography of the illustrated masters as part 
of a functional handbook. The scope of the analysis is broadened here to include the manuscripts parallel 
to CP1, as introduced in Chapter 2.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
11 Pers. comm. with Yagya Man Pati Bajracharya, May 22, 2019 and November 22, 2019.  
12 In order to better carry out the interviews, I studied Nepālbhāṣā with Srilaxmi Shrestha in Leiden, from 
March 2018 until December 2018, and at the Nepalbhasa Department in Patan, from February 2019 until April 
2019. During the interviews, Laxmi and Birat Bajracharya kindly supported me to formulate the questions in 
Nepālbhāṣā and to transcribe and translate the interviews from Nepālbhāṣā to English afterwards. The interviews 
took place on May 22, May 31 and June 5, 2019.  
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In Chapter 4, I will distinguish two types of images in padasādhana manuscripts: the 
illustrations of full-body figures (‘Type 1’), and the depictions of footsteps (‘Type 2’). The second type 
appears only in more recent, completed manuals and is absent from manuscript CP1. Nevertheless, CP1 
does contain textual fragments that parallel captions with ‘Type 2’ images in other manuscripts. Via an 
examination of both types and their captions, I will show in what ways the illustrations, captions and 
labels work together to guide the ritual.13 The padasādhana, like sādhana rituals in general, aims at a 
transformation of the body, speech and mind of the practitioner into those of a Buddha, Bodhisattva or 
deity (Bowker 2003). Whereas the captions guide all three modes of the master’s actions, the images 
especially direct the bodily and mental aspects of the performance. The images of the footsteps 
(‘Type 2’) facilitate the enactment of the physical postures, by providing an outline of the positioning 
of the feet. The full-body images (‘Type 1’) likewise guide the performance of a leg position with 
accompanying gesture. They also appear to support the visualisation by the Vajrācāryas of themselves 
as the deities during the enactment.  
In Chapter 5, we will see that the masters not only become deities in the ritual, but also through 
a specific iconography in the illustrations of the manuals. We will look at recurring elements in the 
iconography of the Vajrācāryas, such as a particular type of crown and the objects of a vajra and a bell 
(ghaṇṭā), that are also the typical attributes of Vajrasattva. Chapter 5 further examines parallel 
renderings of Vajrācāryas and ritual celebrants in Newar scroll-paintings and sculptures from Northeast 
India. Finally, we will assess the extent to which the divine elements in the iconography of the 
Vajrācāryas in the padasādhana manuals were conventional or functional within the manuscripts as 
guidebooks for the ritual. This involves looking at the probable identities and concerns of the producers 
of the manuscripts in the Kathmandu valley.  
Chapter 6 presents preliminary insights into the employment of the manuals in the ceremony. 
We will look in particular at the positioning of the Vajrācāryas and a division of their roles during the 
padasādhana, such as recently performed in Sankhu, and in what ways this may reflect in the layout of 
the manuals. Further considerations on who may have handled the manuscripts during the performance 
conclude this chapter. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
13 ‘Captions’ or ‘headers’ refer to texts that appear above or beneath the images in the frames, usually visually 
seperated from the image with a thin line. At times, for example in manuscript CP1, the lenght of the captions 
forced the scribe to continue their writing in the image frames as well (fig. 1, Ill. 2). ‘Labels’ indicate notes, mostly 
consisting of single words or abbreviations, that appear in the illustration or next to it in the image frame. 
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1.6 Sources: Texts on the padasādhana ritual and the iconography of the 
Vajradhātumaṇḍala 
So far, critical editions of the complete text of any of the padasādhana manuals are unavailable. Textual 
fragments from a manuscript in the Los Angeles County Museum of Art, LA2, were transcribed and 
translated by Raul Schiappa-Pietra with the help of Manik Bajracharya (2012, 49-53). These sections 
include a ritual song, used by Newars during caryā practices, that was also included in manuscript CP1 
(Appendix 1). Unfortunately, this study, presented in a paper by Schiappa-Pietra, remains 
unpublished.14 Due to the iconographic focus and scope of her study, Gudrun Bühnemann provides us 
with only limited information from the captions in manuscript LA1 from LACMA (2008, 168-176). A 
critical edition of all the labels in manuscript LA1 remains a desideratum. 
The present thesis includes a preliminary study of the textual fragments in manuscript CP1 from 
Copenhagen. I will refer to texts that come with the images as ‘captions’, ‘headers’ or ‘labels’, and to 
the texts in additional folios without images as ‘main text’. An understanding of the contents of these 
texts, especially of the captions and labels with the drawings, is necessary to unravel the 
complementarity of texts and images. A transcription of the texts and summaries of their contents are 
provided in Appendix 1.15 Preliminary translations of a selection of captions from manuscript CP1 and 
a manual from the National Archives in Kathmandu, NA1, support the analysis given in Chapter 4.16 I 
focused in particular on an in-depth study of the captions and labels, as these were explicitly juxtaposed 
with the illustrations, suggesting their complementarity. A more thorough analysis of the main texts, 
however, awaits further research. The following textual sources were accessed through primary and 
secondary literature. 
 
The Kriyāsaṃgraha 
The Kriyāsaṃgraha (‘A Compendium of Rituals’)17 is a manual on rituals related to the construction 
of a Buddhist monastery (vihāra) and associated ceremonies, such as the ordination of monks and the 
consecration of images and monuments. The presumed author of the text is Kuladatta, who was 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
14 The abstract of his paper ‘Caryānṛtya: The Historical Dance Treatises and the LACMA Manuscript’ was 
published in the journal Palesvāṅ (vol. 27; 2011, 13). I wish to thank Raul Schiappa-Pietra for kindly sharing his 
paper and insights with me during our personal communications (March 27; April 7, 9, 10; May 18, and 22, 2019). 
15 I wish to thank Peter Szántó (Leiden University), Birat Bajracharya and Pushpa Bajracharya from the city of 
Patan for their help in reading, transcribing and understanding the contents of the texts (August 8, 2018; August 
26; October 3, 2019). 
16 I thank Peter Szántó for his help to compile these translations (September 24, October 8, 17, and 28, 2019). 
17 In manuscripts, the text appears under various titles, including Kriyāsaṃgraha, Kriyāsaṃgrahapañjikā, 
Kriyāsaṃgraha-nāma-pañjikā, Kriyāsaṃgrahaśāstra and Kuladattapañjikā (Bühnemann 2008, 154). 
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probably active in the Kathmandu valley somewhere in the 11th or 12th century CE.18 The 
Kriyāsaṃgraha was a foundational text in the development of Newar Buddhist rituals 
(von Rospatt 2010, 197-198).  
I accessed the abridged translation of the text by Tadeusz Skorupski (2002) and the critical 
edition and translation of sections from Chapters 1, 3 and 6 of the Kriyāsaṃgraha by Ryugen 
Tanemura (2004). For information on the contents of the padasādhana subsection of the sixth chapter 
on the circumambulation of a site (parikramavidhi), I relied on the analysis by Gudrun Bühnemann 
(2008). For descriptions of the iconography of the deities of the Vajradhātumaṇḍala as found in 
Chapters 2 and 3, I accessed the studies by Marie-Thérèse de Mallmann (1975, 1977).  
 
The Sarvatathāgatatattvasaṃgraha 
The Sarvatathāgatatattvasaṃgraha, ‘A Compendium of all the Tathāgatas’, may be the earliest 
Buddhist esoteric scripture from the Indian subcontinent (Szántó 2015, 657). The text was likely 
composed towards the end of the 7th century CE and includes descriptions of the emanations of five 
cycles of maṇḍalas and the rituals related to these (Weinberger 2003, 40-42). Although the narrative 
on the emanation of the Vajradhātumaṇḍala perhaps existed earlier, this text presents the earliest known 
description of the maṇḍala and its deities (Weinberger 2003, 61). The Vajradhātu core maṇḍala, as 
presented in the first chapter of the text, became influential in Vajrayāna Buddhist art from as far as 
Japan. The Sarvatathāgatatattvasaṃgraha further served as a source for later ritual manuals, such as 
the Kriyāsaṃgraha (Tanemura 2004, 5-6).  
For references to this text, I relied on the abridged translation by David L. Snellgrove and 
Lokesh Chandra (1981) and especially on the PhD dissertation of Steven Neal Weinberger (2003) when 
referring to the contents.19 
 
The Niṣpannayogāvālī 
The Niṣpannayogāvālī, ‘A Garland of Perfect Yoga’, is a compendium of sādhana texts, including 
iconographic descriptions of maṇḍalas and their residing deities (Busswell and Lopez 2017, 593). The 
text was presumably composed by Abhayākaragupta in ca. the second half of the 11th century to 
the beginning of the 12th century CE (Bühnemann and Tachikawa 1991, ix).  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
18 There is no agreement among scholars on the date of its composition. Suggestions range from the 8th to 
the 13th century CE (Tanemura 2004, 6-10; Bühnemann 2008, 157). The Tibetan Buddhist scholar Butön mentions 
that Kuladatta was of Nepalese origin. Ryugen Tanmura further presents evidence from the text itself, that 
supports its compilation in the Kathmandu valley (Tanemura 2004, 5-6; 91; 95-96).  
19 Throughout his dissertation, Steven Neal Weinberger indicates problems in the translation by David Snellgrove 
and Lokesh Chandra (1981; 2003, 67-68). 
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For my analysis of the iconography of the Vajradhātumaṇḍala, I accessed the critical edition 
of the Sanskrit text by Benoytosh Bhattacharya (Ed. [1949] 1972), combined with readings and 
interpretations of the text by Marie-Thérèse de Mallmann (1975, 1977).  
 
The Vajrāvālī and Kriyāsamuccaya 
Another work ascribed to Abhayākaragupta is the Vajrāvālī (‘String of Vajras’). It is likewise a 
compendium of Buddhist rituals, mainly including instructions on consecration (pratiṣṭhā) and 
empowerment rituals (abhiṣeka; Szántó 2015, 659).  
Another compendium is the Kriyāsamuccaya. The text is mainly based on the Vajrāvālī, and 
was presumably compiled in the late 13th to the beginning of the 14th century CE by the Nepalese scholar 
Jagaddarpaṇa, also called Darpaṇācārya. The text has been influential in the performance of Newar 
Buddhist rituals up until today (Szántó 2015, 659-660). Occasional references to the Vajrāvālī and the 
Kriyāsamuccaya are based on Gudrun Bühnemann (2008) and Ryugen Tanemura (2004). 
 
1.7 Terminology and abbreviations used 
Sanskrit equivalents of terms are offered in italics, between brackets. Where I provided equivalents of 
terms in Sanskrit and Nepālbhāṣā, the vernacular language of the Newars, I added the abbreviations 
‘Skt.’ and ‘Nw.’ respectively. The transcription of Sanskrit terms follows the I.A.S.T. system.20 Terms 
in Nepālbhāṣā have been derived from secondary literature. Dates following the traditional Newar 
calendar, which started in 879 CE, are preceded by the abbreviation ‘N.S.’ (Nepal Samvat). Tables I to 
III summarise the abbreviations for manuscripts, texts, and terms and names used.  
 
 
Padasādhana Manuscripts 
 
CP1 The Royal Library in Copenhagen (Nepal 67) 
CP2 The Royal Library in Copenhagen (Nepal 120) 
LA1 The Los Angeles County Museum of Art (M.82.169.18.1-.18) 
LA2 The Los Angeles County Museum of Art (M.82.169.7.1-.25) 
NA1 The National Archives Kathmandu (NGMPP, reel no. B 277/17) 
•   Title: Padasādhanavidhi 
NA2 The National Archives Kathmandu (NGMPP, reel no. E 35/15) 
•   Title: Māyājālatantroktakriyāsaṃgrahoddhṛtapadasādhanāsana-
mudrāmantrāṇi 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
20 The International Alphabet of Sanskrit Transliteration (I.A.S.T.; Monier-Williams [1899] 2012, xxx) is 
generally used in Europe and the United States of America.  
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NA3 The National Archives Kathmandu (NGMPP, reel no. H. 388/13) 
•   Title: Māyājālatantroktakriyāsaṃgrahoddhṛtapadasādhanāsana-
mudrāmantrāṇi 
YB The private collection of Yagya Man Pati Bajracharya, Kathmandu 
•   Title: Ahorātrayāpadasādhanāvidhi 
 
Manuscript with Vajradhātumaṇḍala-mudrā illustrations 
 
VM l’Institut de Civilisation Indienne Paris (Ms. SL 59) 
 
Table I: Abbreviations for the accessed manuscripts. 
 
 
 
Texts 
 
KS Kriyāsaṃgraha 
STTS Sarvatathāgatatattvasaṃgraha 
NPY Niṣpannayogāvālī 
 
Table II: Abbreviations of texts. 
 
 
 
Abbreviations 
 
LACMA The Los Angeles County Museum of Art 
MET The Metropolitan Museum of Art 
N.S. Nepal Samvat 
Nw. Nepālbhāṣā 
Skt.  Sanskrit 
YMP Yagya Man Pati (Bajracharya) 
 
Table III: Abbreviations of terms and names. 
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Chapter 2 
 
Newar padasādhana manuals 
 
 
The sets of images examined in this thesis belong to manuals that give instructions on a padasādhana 
ritual. The manuscripts date to approximately the 17th to 20th century, and display similar formats and 
contents. The colophons, when preserved, refer to the works as Padasādhanavidhi (manuscript NA1), 
Māyājālatantroktakriyāsaṃgrahoddhṛtapadasādhanāsanamudrāmantrāṇi (manuscripts NA2 
and NA3) or Ahorātrayāpadasādhanāvidhi (manuscript YB).  
The padasādhana has functioned as a part of larger ceremonies divided into many sub-rituals. 
Two such ceremonies appear to be prescribed in the Newar padasādhana manuals: The parikramavidhi 
of the Kriyāsaṃgraha and the ahorātrapūjā. In this chapter, I will first introduce these rituals. 
Thereafter, I will turn to the manuscripts and discuss their dating and general characteristics of layout 
and contents. Finally, specific features of each manuscript will be presented.  
	  
2.1 The padasādhana ritual in the Kriyāsaṃgraha and the ahorātrapūjā 
A first group of manuals illustrates the padasādhana as a part of the procedure for walking around a 
site (parikramavidhi), which is outlined in the sixth chapter of the Kriyāsaṃgraha. This ritual 
circumambulation serves to remove obstacles before the establishment of a maṇḍala, employed later in 
the ritual during the empowerment of disciples.21 Six ritual masters (ācārya) circumambulate the site 
by taking different postures and hand gestures, while reciting various mantras, which enables them to 
invite Buddhas, Bodhisattvas and deities, many of them of a wrathful (mahākrodha) nature, into their 
bodies. They temporarily become the deities to fulfil the desired aim of their invocation: clearing away 
obstacles. The masters thus act as the agents of a maṇḍala in the sacred space of the ritual site. There 
is a principal master (mūlācārya or pradhānācārya), a master of the ritual (karmācārya) and four 
masters of the cardinal directions. These are the master of the East (pūrvācārya), the master of the South 
(dakṣiṇācārya), the master of the West (paścimācārya), and the master of the North (uttarācārya; 
Bühnemann 2008, 153; 159). The manuscripts that belong to the padasādhana of the Kriyāsaṃgraha 
are introduced in Section 2.4.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
21 Tanemura 2004, 34-37. It is unclear who these disciples are and what their role is in the ritual. 
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The performance of a padasādhana also seems to have functioned within the context of another 
set of rituals, together called the ahorātrapūjā. Ahorātra means ‘day and night’ and the ritual indeed 
extends over several days and nights. Certain rites are carried out during the day, while tantric 
performances are reserved for the nights and include the enactment of postures and hand gestures to 
impersonate deities. Such performances were accompanied by singing caryā songs and reciting mantras 
(von Rospatt 2015, 824). The rituals are carried out for the consecration of, e.g., caityas or images of 
deities, such as statues. Historical documents on re-consecration rituals for the Svayambhūcaitya in 
Kathmandu, dated to the later Malla period (1482-1769 CE) report performances of an ahorātrapūjā. 
The procedure included extensive fire rituals (homa), which could last for several days and nights.22 
The Kriyāsaṃgraha is referred to as a source-text in the padasādhana manual YB in the private 
collection of Yagya Man Pati Bajracharya from Kathmandu.23 This manual was employed during the 
recent performance of an ahorātrapūjā in Sankhu, from April 11 to 15, 2013,24 and is described further 
in Section 2.5. The link between the padasādhana of the Kriyāsaṃgraha and the ahorātrapūjā is further 
addressed in Chapter 6.  
 
2.2 Dating the manuscripts 
The earliest padasādhana manuscript that I could trace so far, LA2, is in the collection of the Los 
Angeles County Museum of Art. This manuscript dates to ca. the 17th century (Section 2.5.2). 
Presumably the latest manuscript is the manual of Yagya Man Pati Bajracharya, dated N.S. 1039 (1919) 
in its colophon (Section 2.5.3). The late date of the manuals is noteworthy and raises questions, 
especially since illustrated manuscripts from the Kathmandu valley are known from at least the 
11th century CE onwards (Kim 2013, 15). Did ritual masters at a certain point in time feel the need to 
record the specifics of the postures and gestures in series of drawings? Or did earlier manuals of this 
type not survive? Written instructions on the performance of the padasādhana did certainly exist at an 
earlier date in manuals on the Kriyāsaṃgraha.25 The Newars continued to copy Kuladatta’s 
Kriyāsaṃgraha, also when the padasādhana handbooks with images came into use. The Asha Saphu 
Kuthi Archives in Kathmandu, for example, house a manuscript dated N.S. 746 (1626 CE) and entitled 
Kriyāsaṅgraha-nāma-kuladatta-pañjikā.26 The illustrated padasādhana manuscripts, however, include 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
22 von Rospatt 2010, 204; Shakya 2004, 146-147; 276-277; 274; 313-319; von Rospatt 2018, 163-191. 
23 Other texts mentioned as source-texts are the Niṣpannayogāvālī, the Vajrāvālī and the Kriyāsamuccaya 
(pers. comm. with YMP Bajracharya, May 22, 2019). 
24 Pers. comm. with YMP Bajracharya, May 22, 2019 and November 22, 2019. 
25 The oldest manuscript of the Kriyāsaṃgraha dates to 1216 CE and is preserved in the Kaiser Library in 
Kathmandu (no. 109; NGMPP C 11/5; Bühnemann 2008, 155). 
26 Acc. no. DPN 2398. The manuscript is in pothi format and consists of 153 folios. The script is Pracalit. 
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details on the performance that are not found in such manuals with written instructions only.27 Hence, 
illustrations in ritual manuals may have contributed to an elaboration of earlier handbooks by adding 
visual or written reminders on the minutiae of the performance, as will be taken up in Chapter 4. 
 
2.3 General characteristics of the padasādhana manuals  
Before turning to a discussion of the individual manuscripts studied, it is useful to first examine the 
characteristics of the layout and contents of these padasādhana manuals.  
 
2.3.1 The layout of the manuscripts  
The folios of the manuscript have usually been divided into frames, each containing a figure taking a 
leg posture combined with a hand gesture. Specific mantras that had to be recited while assuming the 
postures during the ritual, were usually added in a separately delineated space beneath or above these 
frames. The drawings may come with annotations on a spatial direction, a body colour, and the names 
of the illustrated posture and/or gesture. Manuscript LA1 of the LACMA also shows labels indicating 
caryā songs and mentions the ritual master to whom a series of postures was attributed, for example, 
the master of the eastern direction (pūrvācārya).28 This label mentioning the ritual master is usually 
highlighted in red colour. Some frames were thus densely filled (fig. 1).  
 
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
27 For example, the illustrated manuscripts carry notes on the playing of a trumpet before reciting a Sanskrit verse 
(śloka; Bühnemann 2008, 166). 
28 Labels with a caryā song recur in figs. 17 and 26 in Bühnemann’s reproduction of the set (2018, 181-182). 
Lables with the titles of specific ritual masters appear for example in figs. 9, 17, 26, 34, 43, 51, 61-64, 66, 91 
and 113 (Bühnemann 2008, 179-192). 
 
 
 
 
 
 
 
 
 
 
 
 
Fig. 1: A frame in a folio from manuscript LA1, 
ca. 18th century, Nepal, 7.62 x 29.7 cm, 
LACMA (M.82.169.18.1-18). 
	  The number of illustrations per folio varies from three up to five images in manuscripts that consist of 
loose sheets (pothi) or that have the shape of a folding-book (Nw. thyāsaphū). In the case of more recent 
manuscripts, such as manual YB of Yagya Man Pati Bajracharya, the folios were bound together as in 
a modern book. Each folio here carries one or two images, likewise separated into frames with captions. 
Entire folios with textual instructions on the ritual procedure in scriptio continua precede and follow 
the series of illustrations in manuscripts CP1 from the Royal Library in Copenhagen, LA2 from Los 
Angeles, NA1 from the National Archives in Kathmandu, and manual YB.  
 
2.3.2 The contents of the manuscripts: Written instructions on the ritual in the main text 
When examining the complementarity of text and images in the manuscripts in Chapter 4, I have 
focussed on the captions that are directly juxtaposed with the illustrations in the frames. The position 
of these captions in the frames visually suggests a connection with the images, hence my decision to 
emphasise these over the main texts. I refer to the fragments in scriptio continua in separate folios 
(see e.g. Ill. 9 to 15), or written over the entire surface of a frame without illustrations (see e.g. Ill. 3), 
as ‘main text’. An in-depth study of the main text would have required a large amount of editing work, 
which would have surpassed the scope of the present thesis, and for which I do not yet have the 
appropriate skills. Consequently, the information given here on the textual sections can only be 
preliminary and of necessity incomplete, as it is based on a first study of the fragments in 
manuscript CP1 from the Royal Library in Copenhagen. Nevertheless, by adding the transcription and 
a summary of the main text of manuscript CP1 in Appendix 1, I wish to set the stage for more, in-depth 
research on these written procedures of the padasādhana in this manual.  
The main texts generally offer instructions on the melody (rāga), rhythm (tāla) and text of 
caryā songs and include mantras and Sanskrit verses of praise directed towards specific tantric deities. 
Commentaries and explanations of the Sanskrit verses appear in Nepālbhāṣā. In Newar ritual manuals 
the commentaries are generally in Nepālbhāṣā, while the mantras, songs and verses to be recited are in 
Sanskrit (von Rospatt 2015, 824). The padasādhana manuscripts that include folios with textual 
fragments indeed follow this format.  
 
2.3.3 The contents of the manuscripts: Figures in specific postures  
The amount of images per manuscript varies widely, mostly due to the fact that many of the manuscripts 
are incomplete and/or unfinished. The complete manual YB of Yagya Man Pati Bajracharya shows 154 
single images, while the unfinished manuscript CP2 from Copenhagen contains only twelve drawings. 
A recurring pattern in the sets of images is a division into groups, sometimes visually marked in the 
rendering of the frames. In the case of manuscript CP1, for example, an open space between the last 
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frame of a particular series and the first frame of a following group of figures, indicates a division 
(see Ill. 7). All manuscripts start with a series of figures in standing postures (pada), followed by seated 
postures (āsana), that also includes squatting (utkuṭāsana). The postures are combined with specific 
hand gestures. One specific posture, such as the ālīḍhapada can be performed in combination with 
different gestures (abhinaya). Manuscript CP1 contains written lists of gestures that belong with a 
specific posture in the main text.29 It is unclear, however, in what ways these lists are related to the 
drawings in the same manual CP1.  
In my analysis of the connection between the illustrations and captions (Chapter 4), I have 
identified two types of images that appear in the manuscripts. In this paragraph, an introduction on the 
arrangement of the predominant type depicting full-body figures (‘Type 1’) in the folios will suffice, as 
only these images are analysed in Chapter 3. The images of Type 2 follow a less complex iconography 
as they only illustrate footsteps in specific relative configurations. The footsteps are also absent in 
manuscript CP1. Hence, in the present thesis, they do not require an iconographic scrutiny as thorough 
as the full-body figures. 
 
2.4 Manuals on the padasādhana of the parikramavidhi 
In the remaining sections of this chapter, I will introduce the manuscripts involved in the analysis in 
Chapters 3 to 6. Six manuscripts were employed for the iconographic analysis. I have identified two 
groups according to the ceremony to which the padasādhana, as outlined in the manuals, belongs. The 
first group includes three manuscripts (LA1, NA1 and CP2) that prescribe the parikramavidhi of the 
Kriyāsaṃgraha text. In Section 2.5, I will bring in manuscripts CP1, LA2 and YB of Yagya Man Pati 
Bajracharya, which, so I suggest, describe the padasādhana of the ahorātrapūjā. 
 
2.4.1 Manuscript LA1 
Manuscript LA1 in pothi format (fig. 2), is dated to approximately the 18th century. Its folios measure 
7.62 x 29.7 cm each. It is preserved in the LACMA (M.82.169.18.1-18). The figures have been drawn 
in black ink, while certain details, such as the upper garment (uttarīya), the dhotī, the attributes and the 
seat of the figures, have been filled in with red water colour. The drawings start with an image showing 
the invocation of Padmanṛtyeśvara30 by the master of the ritual (karmācārya). The captions with the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
29 See e.g. folio 12; Ill. 22. These lists appear to date back to the second half of the 8th century CE and seem to 
have their origins in the Buddhist practices prevalent in early Medieval India. Appendix 1 offers information on 
the textual transmission of these lists.  
30 Padmanṛtyeśvara, also called ‘Nāsāḥdyaḥ’ in Nepālbhāṣā, is worshipped by the Newars as the deity of dance, 
music and drama, and is traditionally invoked before the start of performances, including dance and/or music 
(Bühnemann 2008, 168). 
 26 
images mention the mantra of the deity, the gesture, and the spatial direction in which the posture needs 
to be performed. Some frames also include annotations of caryā songs, postures, the ritual masters 
responsible for a set of postures, and a few unidentified notes (see fig. 20; Section 5.1.3). Gudrun 
Bühnemann was able to determine the names of the deities represented through the figures, based on 
her reading of the text of the parikramavidhi in a selection of original manuscripts of the Kriyāsaṃgraha 
(2008, 167-168).  
In her analysis of LA1, Gudrun Bühnemann refers to several related manuscripts, which she 
accessed, compared and likewise identified as being based on the parikramavidhi. Discussing these 
materials would lead us too far off topic and to repetition of Bühnemann’s work (2008, 164-167). 
Instead, I accessed three of these manuscripts, that are now preserved in the National Archives in 
Kathmandu, for further study, and then chose one (NA1) as a parallel for my case study in the analysis 
offered here.  
 
 
Fig. 2: A folio from manuscript LA1, ca. 18th century, Nepal, 7.62 x 29.7 cm,  
LACMA (M.82.169.18.1-18). 
 
2.4.2 Manuscript NA1 
Manuscript NA1 has been catalogued as Padasādhanāvidhi in the National Archives of 
Kathmandu (fig. 3).31 The manual contains 83 folios and is dated to ca. the 19th century. The folios 
measure 26 x 17 cm each, and are bound like a modern book. The manuscript contains painted images 
that have been incorporated into a larger ritual manual. Folios with textual sections in Sanskrit and 
Nepālbhāṣā precede and follow the sets of illustrations. According to Gundrun Bühneman, the images 
are out of order, some are missing, and there are errors in the renderings of some postures 
(Bühnemann 2008, 165-166). Nevertheless, in the analysis of the iconography of the figures and the 
textual sections in manuscript CP1, manual NA1 proved quite helpful, as elaborated in Chapters 3 and 4.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
31 NGMPP Reel no. B 277/17; I wish to thank Raju Shakya for sharing the black and white photographs of this 
manuscript.  
 27 
 
Fig. 3: Two folios from manuscript NA1, ca. 19th century,  
Nepal, 26 x 17 cm, The National Archives Kathmandu  
(NGMPP Reel no. B 277/17). 
 
2.4.3 Manuscript CP2 
Besides the focal manuscript of this thesis, the Royal Library in Copenhagen houses another 
padasādhana manual (Nepal 120; fig. 4). The manuscript has the format of a thyāsaphū with twenty 
folios remaining, measuring 21.1 x 9.2 cm each. The folios consist of thick paper treated with orpiment. 
It is difficult to determine a specific date for this manuscript, but it seems to be more recent than 
manuscript CP1 (Buescher 2011, 219). The manual is unfinished. The frames for the drawings were 
prepared and captions were added, but most of the illustrations are missing. The final three pages bear 
pencil notes in Devanāgarī script in the margins, or, in the last page, over the entire surface of the folio. 
These notes are difficult to read and seem to be later additions.  
The manuscript has only twelve illustrations, drawn in black ink. The first figure stands in the 
maṇḍalapada posture (fig. 4). This suggests that the first page of the set of images is lost. In complete 
manuals, the maṇḍalapada is preceded either by three figures in the ālīḍhapada, pratyālīḍhapada and 
vaiśākhapada, or by four figures when the invocation of Padmanṛtyeśvara has been added. A 
preliminary study of the twelve figures and the captions reveals strong correspondences with 
manuscript LA1, suggesting a connection with the parikramavidhi ritual, rather than with the 
ahorātrapūjā.  This manuscript awaits further study. So far, I was not able to trace any publication or 
study of it, besides a detailed description of its material form by Hartmut Buescher (2011, 219). 
 
 28 
 
Fig. 4: Two folios from manuscript CP2. The figure in the first frame (upper left)  
assumes the maṇḍalapada, 18th to 19th century (?), Nepal, 21.1 x 9.2 cm,  
the Royal Library Copenhagen (Nepal 120). 
 
2.5 Manuals on the padasādhana of the ahorātrapūjā 
Gudrun Bühnemann refers to two manuscripts with images that are similar in iconography to 
manual LA1. She assumed that these manuscripts, CP1 in the Royal Library in Copenhagen, and LA2 
in the LACMA, represent a ritual, similar to the padasādhana of the parikramavidhi, but with a different 
text as its basis.32 Judging from three manuscripts studied in this thesis, manuscripts CP1 from 
Copenhagen, LA2 from Los Angeles, and YB in the private collection of Yagya Man Pati Bajracharya, 
the iconography of their figures suggests that these manuals describe the padasādhana of the 
ahorātrapūjā. 
 
2.5.1 Manuscript CP1 
Manuscript CP1, the main focus of this thesis, is currently preserved in the Royal Library in 
Copenhagen (Nepal 67). The colophon is missing, but it has been dated to the 17th to 18th century.33  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
32 Gudrun Bühnemann indicated the necessity of further research on the manuscripts to identify the figures and 
accompanying ritual context (2008, 166-167). 
33 Jesper Trier dates the manuscript to N.S. 865 (1745 CE; 1972, 130). This date appears in a note in Nepālbhāṣā 
in the final, broken folio (Ill. 61). The hand-writing is difficult to read, but, according to Pushpa Bajracharya, it 
mentions that in N.S. 865, the Pañcadāna (‘pajādāna’) festival in Patan was cancelled because the king had died. 
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The manuscript has the thyāsaphū format and consists of thirty sheets, each measuring 19.5 x 9.6 cm. 
The folios consist of paper treated with orpiment and pasted on cotton cloth (Buescher 2011, 216). A 
total of 148 figures has been drawn in fine, black lines. Each figure bears the marks of red powder. The 
first six drawings come with captions in Sanskrit in Pracalit script. These captions mention a mantra, 
instructions on a visualisation, and a spatial direction. The contents of the caption with the first image 
are described in detail in Chapter 4 (Table X; Section 4.1). Most of the frames in CP1 only show 
illustrations without captions, so probably the manuscript was never finished.  
The main text largely contains mantras, Sanskrit verses, and caryā songs, such as a song 
dedicated to the wrathful protector-deity Caṇḍamahāroṣaṇa (Namāmi Śrī Caṇḍamahāroṣaṇadevā).34 
The language is Sanskrit for the most part, at times mixed with Nepālbhāṣā, and the script is Pracalit 
with influences of Devanāgarī. Three folios were written in Nepālbhāṣā in a different hand and seem to 
be a commentary with explanations on the Sanskrit sections and instructions on how to perform rituals 
alongside the padasādhana, such as a fire sacrifice (homa).35 After a preliminary investigation of the 
drawings, Yagya Man Pati Bajracharya and Sarvagya Ratna Bajracharya, who were both involved in a 
recent performance of the ahorātrapūjā in Sankhu (Chapter 6), identified this manuscript as instructing 
the padasādhana of the ahorātrapūjā.36  
 
2.5.2 Manuscript LA2 
The LACMA houses a manuscript which is related to CP1 both through the images and through the 
textual sections (M.82.169.7.1-23; fig. 5).37 Only 21 folios in loose-sheet format remain, without the 
colophon. The folios measure 8.9 x 35.6 cm. The figures have been elegantly drawn in black ink on 
paper. The postures and hand gestures of all 99 figures correspond in iconography to the postures and 
hand gestures of figures in CP1 in the same sequences. Although a detailed textual study was not 
possible within the scope of this thesis, a preliminary reading of the texts of both manuscripts also 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
The note continues that thereupon, the elder brother (‘jujura dāju’) of the king of the neighbouring city of 
Kathmandu, took the throne in Patan. King Rājyaprakāśa Malla, who was the elder brother of King Jayaprakāśa 
Malla of Kathmandu, indeed took the throne in Patan in the year N.S. 865 (Regmi 1966, 181; Slusser 1982, 401). 
His name is spelled in the note as ‘rājapakāsa rājā’. Pushpa Bajracharya, who is known in Patan for his skills in 
reading manuscripts, explained that these kinds of notes of historical events were commonly added to random 
manuscripts that had blank folios left. I wish to thank Pushpa Bajracharya for his support in reading this section 
(pers. comm. August 8, 2018). It is likely that this note was added later and that the drawings and ritual texts are 
of an earlier date. Pratapaditya Pal dates the manuscript roughly to the 17th century (1978, plate 4). 
34 Pal 1985, 163; pers. comm. with Peter Szántó, September 24, 2019; October 8, 2019; October 17, 2019. See 
Appendix 1. 
35 Pers. comm. with Pushpa Bajracarya, August 8, 2018; and with Birat Bajracharya, October 1, 2019. See 
Appendix 1.  
36 Pers. comm. May 22, 2019 and May 31, 2019. 
37 I thank Stephen Markel and Nancy Fox from the LACMA, and Gudrun Bühnemann for sharing photographs of 
this manuscript with me (pers. comm., March 5, 2018). 
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revealed strong correspondences. The same caryā song dedicated to Caṇḍamahāroṣaṇa (Namāmi Śrī 
Caṇḍamahāroṣaṇadevā), for example, occurs, with some variations in the spelling of the Sanskrit, both 
in manuscripts LA2 and in CP1.38 The frames in LA2 do not contain any captions, so apparently this 
manuscript was left unfinished.  
With the help of Manik Bajracharya and Yagya Man Pati Bajracharya, Raul Schiappa-Pietra 
analysed the manuscript in the context of a larger study on the development of Newar caryā dance and 
songs in an unpublished paper (2012). Yagya Man Pati Bajracharya and Sarvagya Ratna Bajracharya 
identified the ritual underlying the illustrations as an ‘Ahorātra ritual of consecration’ (2012, 49-50).  
 
 
Fig. 5: Two folios from manuscript LA2, ca. 17th century, Nepal, 8.9 x 35.6 cm, 
 LACMA (M.82.169.7.1-23). 
 
2.5.3 Manuscript YB in the private collection of Yagya Man Pati Bajracharya 
Manuscript YB is dated N.S. 1039 (1919) and was copied from an older palm-leaf manuscript by 
Nandinānanda Bajracharya from Surotaśrī Mahāvihāra in Kathmandu, as mentioned in its colophon. 
After an homage to Vajrasattva at the beginning of the manuscript, the title follows: Ahorātrayā 
Padasādhanāvidhi, or ‘The Instruction on the Padasādhana of the Ahorātra’.39 The texts were written 
in Pracalit script in a characteristic mix of Sanskrit and Nepālbhāṣā. The manuscript is bound like a 
modern book. Its 154 images are preceded and followed by entire pages with texts. The figures were 
painted in different colours. Besides the posture, the mantra, body colour and spatial direction, the name 
of the deity was annotated with some of the images, such as those representing deities in the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
38 Pers. comm. with Nirajan Kafle, February 9, 2018; For more details on this song, see Appendix 1. 
39 Pers. comm. with YMP Bajracharya, August 26, 2019. 
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Vajradhātumaṇḍala. These labels are organised in a separate frame to the left and right of the images. 
There is no image with the invocation of Padmanṛtyeśvara at the beginning of the set.  
Yagya Man Pati Bajracharya kindly allowed me to access his manual at his house to compare 
the iconography of its images with those found in manuscript CP1. We will turn to this iconographic 
analysis in Chapter 3.  
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Chapter 3 
 
The iconography of the deities of the Vajradhātumaṇḍala  
in a padasādhana manual 
 
 
For the iconographic description in Chapter 3, I selected fifty figures in seated postures from the 148 line 
drawings in manuscript CP1 in the Royal Library in Copenhagen, corresponding in iconography to 
deities of the Vajradhātumaṇḍala. The Vajradhātumaṇḍala served as a blue-print in the development 
of Newar Buddhist rituals and arts, especially the configuration of its core deities with the cosmic 
Buddha Vairocana in the centre, surrounded by Akṣobhya, Ratnasambhava, Amitābha, Amoghasiddhi, 
and their female counterparts. 
The origins of the Vajradhātumaṇḍala date back to ca. the 8th century CE. The earliest 
description of the maṇḍala appears in the ritual compendium entitled Sarvatathāgatatattvasaṃgraha 
(Weinberger 2003, 61). In this text, the maṇḍala consists of thirty-seven deities: five cosmic Buddhas 
with Vairocana in the centre, sixteen Mahābodhisattvas, four Vajrī goddesses, eight Offering 
Goddesses, and four guardians of the gates of the maṇḍala (Snellgrove 1981, 31). Subsequent 
descriptions of the Vajradhātumaṇḍala, dating to the 11th to 12th century CE, appear in the 
Niṣpannayogāvālī, a compendium with iconographic descriptions of Buddhist maṇḍalas, and the 
Kriyāsaṃgraha. In these texts, the earlier group of deities was extended to forty-nine or fifty-three by 
adding sixteen Bodhisattvas. Both texts have played an important role in the development of Newar 
Buddhist arts and rituals. The Kriyāsaṃgraha may have been composed in the Kathmandu valley and 
its assumed author, Kuladatta, may have been of Nepalese origin.40  
This chapter is mostly devoted to descriptions of the iconography of the fifty figures of the 
Vajradhātumaṇḍala (Section 3.4). This is preceded by an elucidation on the position of the selected 
figures within the various groups of images in the manuscript (Section 3.1) and the shared iconography 
of these (Section 3.2). Some remarks on the iconography of the figures in standing postures precede the 
selected group (Section 3.3). Chapter 3 concludes with a short look at the seated and squatting figures 
that follow the Vajradhātu-deities in manuscript CP1 (Section 3.5) and the internal coherence of the 
figures in a meaningful group in the light of the purpose of the padasādhana ritual (Section 3.6). 
 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
40 Tanemura 2004, 5-12; 95-96.	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3.1 The groups among the line drawings in manuscript CP1 
The line drawings in manuscript CP1 from Copenhagen include a set of sixty-four figures in standing 
postures, followed by figures in seated or squatting postures.41 Table IV reconstructs the division of 
figures into groups. The standing figures have been divided over two groups: The first consists of fifteen 
drawings (Group 1) and the second of forty-nine drawings (Group 2).42 The selected fifty figures of the 
Vajradhātumaṇḍala are divided over five groups (Groups 3 to 7).43 These are followed by thirty-four 
seated and squatting figures, divided over six groups (Groups 8 to 13).  
 
 
Division of the line drawings in manuscript CP1 
	  
 
Postures (pada; āsana)	  
 
Groups	  
Standing postures (pada) 1. Figs. 1 to 15  
2. Figs. 16 to 64	  
Seated postures (āsana) 
* vajraparyaṅkāsana 
* padmāsana 
* sattvaparyaṅkāsana 
* bhadrāsana 
* vīrāsana 
 
3. Figs. 65 to 69  
4. Figs. 70 to 78  
5. Figs. 79 to 94  
6. Figs. 95 to 110  
7. Figs. 111 to 114	  
Squatting postures (utkuṭāsana) 
 
8. Figs. 115 to 119  
9. Figs. 120 to 123 
10. Figs. 124 to 127  
11. Figs. 128 to 131 
Seated postures 
* lalitāsana 
* svastikāsana 
 
12. Figs. 132 to 145  
13. Figs. 146 to 148 
 
Table IV: The division of the line drawings into groups as originally marked in manuscript CP1. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
41 The images in standing postures correspond to figs. 1 to 64 in Ill. 2 to 8 and 16 to 31, and the images in seated 
and squatting postures to figs. 65 to 114 in Ill. 37 to 61.  
42 Since the last four folios with standing postures are damaged at the right side, it is hard to determine whether 
there are more than two groups and whether the set of standing figures is complete (Ill. 28 to 31). A comparison 
with manuscript YB suggests that the set is quite complete. Only two standing images (corresponding to figs. 20 
and 21 in YB) appear to be missing in manuscript CP1. The iconography of most standing postures in CP1 is 
similar to that in YB, except for seven figures (corresponding to figs. 29, 30, 31, 32, 56, 57 and 58 in YB). 
43 Forty-nine figures represent actual deities, while one image seems to indicate a posture only (Section 3.4). 
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3.2 The shared iconography of the figures 
Whether standing, seated or squatting, all figures in manuscript CP1 are attired in the same type of dress 
and ornaments. They wear a dhotī, with an upper garment (uttarīya) draped loosely and elegantly 
around their bare shoulders. Each figure wears earrings, a necklace and ornaments around his or her 
wrists, ankles and upper arms. They all carry the same type of headdress, that resembles the crowns 
(Skt. mukuṭa; Nw. mukhaḥ) still worn today by Vajrācāryas when they perform certain rituals. The 
crown has a conical shape and consists of five, leave-shaped lobes arranged next to each other on the 
lowermost band of the crown. These lobes usually carry effigies of the cosmic Buddhas or their 
symbols, but these have not been depicted in the manuscripts. The top of the headdress is surmounted 
by a vajra (figs. 6 and 7).44 Most of the figures have a halo around their head.  
 
 
Fig. 6 (left): A Vajrācārya crown used during a fire sacrifice at Bū Bāhāḥ, Patan,  
December 3, 2017. 
Fig. 7 (right): A seated figure in manuscript CP1 from Copenhagen  
(see fig. 65, Ill. 37). 
 
The same kind of attire recurs in the illustrations of manuscripts LA1 and LA2 from the Los Angeles 
County Museum of Art, and in manuscript YB of Yagya Man Pati Bajracharya. In manuscript NA1 
from the National Archives in Kathmandu, the figures showing the cosmic Buddhas at the beginning 
of the series of seated images, wear the robes of a Buddha, with limited ornaments and without a crown. 
They support an alms bowl with their left hand in their lap and their hairstyle follows the traditional 
iconography of a Buddha with a protuberance (uṣṇīṣa) at the back of the head (fig. 8). The remaining 
figures in manuscript NA1 wear the same type of dress as described above for the figures in CP1.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
44 Juramie and Meahl-Blöndal 2005, 462-463; von Rospatt 2019, 175-179. 
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Fig. 8: Two folios from manuscript NA1 (see fig. 3),  
showing figures in the attire of a Buddha. 
 
Most figures in manuscript CP1 carry the ritual implements of a vajra and a bell (ghaṇṭā) in their right 
and left hand respectively, at times even together with other attributes in the same hands. This persistent 
combination of the crown, vajra and bell hints at the, possibly intentional, ambiguity of the identity of 
the figures as both Vajrācārya practitioners performing the postures and hand gestures, and as the deities 
embodied by them through the enactment, an issue central in Chapter 5. 
 
3.3 The figures in standing postures 
The set of surviving drawings in manuscript CP1 opens with two groups of standing figures (figs. 1 
to 64; Ill. 2 to 8 and 16 to 31). The first seven images come with written mantras, providing us with the 
names of the postures (Ill. 2 and 3; Section 4.1). The first leg position is the ālīḍhapada, followed by 
the pratyālīḍhapada, the vaiśākhapada (‘vaiśāṣapada’), the maṇḍalapada (‘vajramaṇḍalapada’), the 
samapada, and the kūrmapada (‘kūrmmapada’). The corresponding deities are Vajrāṅkuśa, Vajrapāśa, 
Vajrasphoṭa, Vajrāveśa, Vajrasattva (‘Vajrasatva’) and Vajrapātāla. The Kriyāsaṃgraha refers to these 
postures as the seven stances to be performed by the master of the ritual (karmācārya). They correspond 
to figs. 2 to 7 in the Los Angeles manual LA1 studied by Gudrun Bühnemann (2008, 168). The seventh 
figure is not accompanied by a caption in manuscript CP1, but a comparison with the figure in LA1 
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enables its identification. It follows the same iconography as the deity Uṣṇīṣacakravartin in the ekapada 
in manuscript LA1.45  
The four figures following the visual break in manuscript CP1 (figs. 16 to 19; Ill. 7 to 8) are 
absent in LA1. In manuscript NA1 from the National Archives in Kathmandu, they appear at the end 
of the series of images. They take the jātapada, pratyājātapada, vikaṭapada and prativikaṭapada 
respectively, as stated in the captions.46 These four postures are mentioned in the main text of 
manuscript CP1.47 Gudrun Bühnemann noted that the jātapada, pratyājātapada and vikaṭapada are not 
described in the Kriyāsaṃgraha, but they appear in the Vajrāvalī.48 This ritual manual was an important 
source for both the Kriyāsaṃgraha and the Kriyāsamuccaya.49 The latter text does describe the 
jātapada, pratyājātapada, vikaṭapada and prativikaṭapada (Bühnemann 2008, 162). The inclusion of 
these four postures thus suggests influences of the Kriyāsamuccaya and/or Vajrāvalī texts in both 
manuscripts CP1 and NA1. Yagya Man Pati Bajracharya also mentioned that the Kriyāsaṃgraha, the 
Kriyāsamuccaya, the Vajrāvalī and the Niṣpannayogāvālī were the source texts for his manual. 
 
3.4 The deities of the Vajradhātumaṇḍala in seated postures 
The presentation of the iconography of the Vajradhātumaṇḍala deities in this section follows the 
division of the illustrations into five groups as manifest in manuscript CP1: the five cosmic Buddhas 
(Table V, p. 38 to 40), the eight Offering Goddesses (Table VI, p. 41 to 44), the sixteen 
Mahābodhisattvas (Table VII, p. 45 to 52), the sixteen Bodhisattvas (of the Bhadrakalpa; Table VIII, 
p. 53 to 60), and the four guardians of the maṇḍala gates (Table IX, p. 61 to 62). Each group assumes 
a specific seated posture, which is sometimes ‘announced’ with a figure at the beginning of the group, 
for example in the case of the Offering Goddesses. Tables V to IX provide an image of each figure, the 
name of each deity, and a description of the postures and hand gestures. I described and, as far as 
possible, interpreted the iconography of the figures based on Bhattacharya’s edition of the 
Niṣpannayogāvālī (Ed. [1949] 1972), Bühnemann’s study of manuscript LA1 (2008) and publications 
of Marie-Thérèse de Mallmann (1975, 1977). The Sanskrit terms follow the spelling as appearing in 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
45 Bühnemann 2008, 168. See Tanemura 2004, 31-34 for lists of the standing postures with the accompanying 
mudrās and names of the deities in the Kriyāsaṃgraha text. 
46 The four postures are repeated in fig. 27, 28, 29 and 30 in CP1 (Ill. 18 to 19). Gudrun Bühnemann noted that 
the folios of manuscript NA1 are out of order (2008, 166), so the appearance of these four postures at the very 
end of the set of images is probably an error. 
47 See Appendix 1, p. 114-115. 
48 The postures are also described in the the Agni Purāṇa (Chapter 249) and the Viṣṇudharmottara Purāṇa 
(Khaṇḍa 2, Chapter 179; Bühnemann 2008, 162). 
49 Tanemura 2004, 9-10; Bühnemann 2008, 160. 
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these sources. The spelling in manuscript YB is different at times and divergences have been added 
between brackets.50 
 
3.4.1 The cosmic Buddhas seated in vajraparyaṅkāsana 
The first group of seated figures in manuscript CP1 represents the five cosmic Buddhas. The first image 
is preceded by an empty frame with a note in the upper left corner, perhaps indicating that an illustration 
is missing. In manuscript YB of Yagya Man Pati Bajracharya, no such image appears, but in Los 
Angeles manual LA1 an image labelled as ‘vajrasattvābhinaya’ precedes the figures representing 
cosmic Buddhas (Bühnemann 2008, 186). It is also possible that this frame was reserved for text, as the 
horizontal line on which the figures rest, was not extended into this empty frame. The unidentified note 
reads ‘parya(?)satva’. In manuscript YB the captions with the images of the cosmic Buddhas designate 
the name of a gesture (abhinaya) for each illustration. The subsequent figures in that manual, however, 
come with labels offering names of deities, rather than the names of gestures and/or postures. In 
manuscript LA1 only captions with the names of gestures, rather than the names of deities, accompany 
the figures of the Vajradhātumaṇḍala. 
 
	  
	  
	  Missing image or text? 
 
* Manuscript LA1: vajrasattvābhinaya	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
50 Common spelling deviations of Sanskrit terms in Newar manuscripts are listed in Appendix 1. 
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Fig. 65: vajraparyaṅka (YB: vajraparyyaṅka) 
 
* LA1: bodhyagrīmudrābhinaya 
 
Vairocana holds a vajra and bell, while showing the 
gesture of enlightenment (bodhyagrī mudrā). He 
sits in vajraparyaṅkāsana with the right leg crossed 
over the left leg, on what appears to be a first outline 
for a lotus flower, as shown in YB and LA1.51 
	  
	  
	  
Fig. 66: vajrāsanābhinaya 
 
* LA1: vajrāsanābhinaya 
 
Akṣobhya holds a vajra and bell, while showing the 
earth-touching gesture (bhūmisparśa mudrā). He 
sits in vajraparyaṅkāsana on the outline of a lotus 
flower.	  
	  
	  
Fig. 67: varadābhinaya 
 
* LA1: vajraratnābhinaya / vajravaradābhinaya 
 
Ratnasambhava holds a vajra and bell, while 
showing the gesture of bestowing (varada mudrā). 
He sits in vajraparyaṅkāsana on the outline of a 
lotus flower.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
51 In manuscript LA1 the lotus seat is only drawn for the first two images of this group (Bühnemann 2008, 186).  
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Fig. 68: dhyānābhinaya 
 
* LA1: dhyānābhinaya 
 
Amitābha holds a vajra and bell, while showing the 
gesture of meditation (dhyāna mudrā). He sits in 
vajraparyaṅkāsana on the outline of a lotus flower.	  
	  
	  
Fig. 69: abhayapradanābhinaya 
 
* LA1: abhayābhinaya / varadābhinaya 
 
Amoghasiddhi holds a vajra and bell, while 
showing the gesture of fearlessness (abhaya 
mudrā). He sits in vajraparyaṅkāsana on the 
outline of a lotus flower.	  
	  
Table V: The cosmic Buddhas seated in vajraparyaṅkāsana (figs. 65 to 69; Ill. 37 to 38). 
 
According to the Kriyāsaṃgraha the postures in vajraparyaṅkāsana need to be enacted by five of the 
six Vajrācāryas, who are in charge of performing the entire padasādhana, namely the principal master 
(mūlācārya or pradhānācārya), and the four masters of the cardinal directions, including the master of 
the East (pūrvācārya), the master of the South (dakṣiṇācārya), the master of the West (paścimācārya), 
and the master of the North (uttarācārya). The core deities of the Vajradhātumaṇḍala in 
vajraparyaṅkāsana thus seem to be enacted by five different masters.52 The following series of āsanas, 
however, are attributed to one master, either the principal master or the master of the ritual 
(karmācārya), who then seem to perform every deity in that group. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
52 The Kriyāsaṃgraha prescribes the posture of Vairocana, the central deity of the maṇḍala, to the master in the 
East, rather than to the principal master. The figure with the iconography of the Buddha Akṣobhya is prescribed 
for the principal master. The mūlācārya also performs the vajrasattvābhinaya at the beginning 
(Bühnemann 2008, 172). 
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3.4.2 The Offering Goddesses seated in padmāsana 
The Offering Goddesses appear in Tibetan and Newar ritual and artistic traditions53 as  personifications 
of offerings of dance and music (Vajralāsyā), garlands (Vajramālā), songs (Vajragītā), dance 
(Vajranṛtyā),54 incense (Vajradhūpā), flowers (Vajrapuṣpā), light (Vajrālokā; Vajradīpā), and perfumes 
(Vajragandhā), which are presented to the central Buddhas of a maṇḍala.55  Manuscript CP1 illustrates 
eight Offering Goddesses, corresponding to the eight goddesses as described for the 
Vajradhātumaṇḍala in the Sarvatathāgatatattvasaṃgraha and Niṣpannayogāvālī.56 The latter text 
divides the eight Offering Goddesses into two groups: four inner goddesses (Vajralāsyā, Vajramālā, 
Vajragītā and Vajranṛtyā) and four outer goddesses (Vajradhūpā, Vajrapuṣpā, Vajrālokā/Vajradīpā and 
Vajragandhā).57 The Kriyāsaṃgraha ascribes the performance of the Offering Goddesses in padmāsana 
to the principal master (Bühnemann 2008, 172). 
 
	  
	  
Fig. 70: padmāsana58 
 
* LA1: corrected - samādhimudrā59 
 
A female figure60 holds a vajra and bell in front of 
her chest. The position of the hands suggests the 
bodhyagrī mudrā. She sits in padmāsana, with her 
right leg crossed over her left leg. The outline of the 
rectangular seat is different from that of the seat of 
the other Offering Goddesses.	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
53 For a discussion of the Offering Goddesses in Tibetan and Newar maṇḍala offerings, see Huntington 2018, 
157-158; 160. 
54 The term ‘lāsya’ indicates a gentle dance representing emotions of love, including singing and instrumental 
music, whereas the term ‘nṛtya’ refers to a more active form of dancing (Monier-Williams 2012 [1899], 899; 
de Mallmann 1975, 230). 
55 Slusser 2005, 410; de Mallmann 1975, 231. 
56 Snellgrove 1981, 31; Bhattacharya [1949] 1972, 45-56. 
57 Bhattacharya [1949] 1972, 45-56; Bühnemann 2008, 172. 
58 In manuscripts CP1 and YB the āsana of the group was only indicated before the Offering Goddesses and not 
before the other groups of figures in manuscript LA1. Such a designation of the posture appears systematically in 
front of every group. Since these illustrations of āsanas are accompanied by mantras in manuscript LA1, it is 
likely that these were also performed during the ritual. 
59 The illustration of the āsana seems to have been forgotten and added later in the upper right corner of the figure 
of Amoghasiddhi. It shows the dhyāna mudrā with a label ‘samādhimudrā’ (Bühnemann 2008, 187; fig. 65). 
60 In CP1, the breasts indicate the female gender of the figure. In LA1, all the figures were rendered as males, also 
the Offering Goddesses. 
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Fig. 71: Vajralāsyā 
 
* LA1: vajralāsyābhinaya 
 
Vajralāsyā holds a vajra and bell. Her arms rest on 
her thighs, with the palms facing downwards. She 
sits in padmāsana on the outline of lotus.	  	  
	  
	  
Fig. 72: Vajramālā 
 
* LA1: vajramālābhinaya 
 
Vajramālā holds a vajra and bell together with a 
garland (mālā) of flowers. She sits in padmāsana 
on the outline of a lotus.	  
	  
	  
Fig. 73: Vajragītā 
 
* LA1: vajragītābhinaya 
 
Vajragītā carries a vajra and bell. She holds her left 
hand in front of her chest with the palm facing 
inwards. Her right hand rests above her right thigh, 
with the palm facing downwards.61 She sits in 
padmāsana on the outline of a lotus. 
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
61 This mudrā suggests the playing of a vīṇā. This string instrument was also added to the mudrā in manuscript 
VM from Paris (de Mallmann 1977, 9; fig. 4). 
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Fig. 74: Vajranṛtyā (YB: Vajranṛtya) 
 
* LA1: vajranṛtyābhinaya 
 
Vajranṛtyā holds a vajra and bell, while the position 
of her hands suggests a dancing movement.62 She 
sits in padmāsana on the outline of a lotus. 
	  
	  
	  
Fig. 75: Vajradhūpā (YB: Vajradhūpa) 
 
* LA1: vajradhūpābhinaya 
 
Vajradhūpā holds a vajra and bell, together with an 
incense burner. She sits in padmāsana on the 
outline of a lotus. 
	  
	  
	  
Fig. 76: Vajrapuṣpā (YB: Vajrapuṣpa) 
 
* LA1: vajrapuṣpābhinaya 
 
Vajrapuṣpā holds a vajra and bell turned upside 
down in her hands, joined in front of her chest.63 
She sits in padmāsana on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
62 Her dancing attitude is described in various ways in different texts. Chapter 2 of the KS refers to her movement 
as nṛtyābhinaya (de Mallmann 1975, 282). The mudrā is reversed in manuscripts LA1 and VM.  
63 A similar mudrā, supporting a flower without vajra and bell, appears in manuscript LA1 (Bühnemann 2008, 
187; fig. 71). 
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Fig. 77: Vajradīpā (YB: Vajradīpa) 
 
* LA1: vajradīpābhinaya 
 
Vajradīpā carries a vajra and bell together with a 
lamp, held with both hands. She sits in padmāsana 
on the outline of a lotus.	  
	  
	  
Fig. 78: Vajragandhā (YB: Vajragandha) 
 
* LA1: vajragandhābhinaya 
 
Vajragandhā holds a conch shell (śaṅkha) between 
her hands, in front of her chest.64 She sits in 
padmāsana on the outline of a lotus.	  
	  
Table VI: The Offering Goddesses seated in padmāsana (figs. 70 to 78; Ill. 39 to 41). 
 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
64 In manuscript LA1, Vajragandhā shows the same mudrā without the conch shell (Bühnemann 2008, 187; 
fig. 73). Manuscript VM shows the same mudrā with conch shell (de Mallmann 1977, fig. 4). 
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3.4.3 The sixteen Mahābodhisattvas seated in sattvaparyaṅkāsana 
The Sarvatathāgatatattvasaṃgraha describes the sixteen Mahābodhisattvas as emanating from 
Vairocana’s meditative state (samādhi).65 In the Niṣpannayogāvālī, they appear in four groups of four 
Bodhisattvas, each group surrounding one of the four cosmic Buddhas, Akṣobhya, Ratnasambhava, 
Amitābha and Amoghasiddhi, in the four cardinal directions (de Mallmann 1975, 57-58). The 
Kriyāsaṃgraha ascribes the performance of this group to the karmācārya (Bühnemann 2008, 173). 
	  
	  
	  
Fig. 79: sattvaparyaṅka (YB: satvaparyyaṅka) – 
Vajrasattva 
 
* LA1: satvaparyaṅkamudrā66 
 
The Mahābodhisattva Vajrasattva holds a vajra in 
his right hand in front of his chest and a bell in his 
left hand, resting on his thigh with the palm facing 
downwards. He sits in sattvaparyaṅkāsana, with 
his right leg resting on his left leg, on the outline of 
a lotus. 
	  
	  
	  
Fig. 80: Vajrarāja 
 
* LA1: vajrābhinaya / vajrarājābhinaya 
 
Vajrarājā holds a goad (aṅkuśa) with both hands to 
the right of his body. He sits in sattvaparyaṅkāsana 
on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
65 For a more detailed description on the emanation of the Bodhisattvas and other deities in the maṇḍala from 
Vairocana, see Snellgrove 1981, 17-25, and Weinberger 2003, 72-74. 
66 In manuscript LA1, the first figure only indicates the mudrā (here in the meaning of ‘posture’), not Vajrasattva 
(Bühnemann 2008, 173). 
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Fig. 81: Vajrarāga 
 
* LA1: vajrarāgābhinaya 
 
Vajrarāga holds a bow with his left hand, while 
shooting an arrow with his right hand.67 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  
	  
Fig. 82: Vajrasādhu 
 
* LA1: vajrasādhvabhinaya 
 
Vajrasādhu holds a vajra and bell in front of his 
chest with the palms facing outwards. The thumb 
and index finger of both hands are joined at the tips 
and slightly touch each other.68 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
67 The arrow is omitted in manuscript LA1, but the NPY describes Vajrarāga as dhānurbāṇadharaḥ, ‘holding a 
bow and arrow’ (Bhattacharya [1949] 1972, 44). 
68 The gesture is similar to the mudrā of Vajrasādhu in manuscript VM. De Mallmann describes the gesture as 
‘gesture of approval’ (‘un geste d’approbation’; sādhukāradānābhinaya in the NSY), which may be enacted by 
flicking the thumbs. She derives the latter meaning from a reading of the second chapter of the KS, describing 
choṭikābhinaya, the posture of ‘snapping the thumb and forefinger’ (de Mallmann 1977, 7). In manuscript CP1, 
however, only the little fingers are raised, while in VM all fingers are raised.  
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Fig. 83: Vajraratna 
 
* LA1: vajraratnābhinaya 
 
Vajraratna holds a vajra and bell in his hands joined 
above his head.69 He sits in sattvaparyaṅkāsana on 
the outline of a lotus.	  
	  
	  
Fig. 84: Vajratejas (YB: Vajrateja) 
 
* LA1: vajratejo’bhinaya 
 
Vajratejas holds a vajra and bell in his hands raised 
in front of his chest, with the palms facing 
outwards.70 He sits in sattvaparyaṅkāsana on the 
outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
69 In manuscript LA1, Vajraratna holds an object above his head, perhaps representing a jewel (ratna; 
Bühnemann 2008, 188; fig. 79). In manuscript VM, the mudrā is different and the name mentioned is Vajragarbha, 
which is an alternative name for this Bodhisattva in the STTS. In later texts, the name Vajraratna came into use 
(de Mallmann 1977, 7).	  	  
70 The same mudrā appears in manuscript VM, under the name Vajraprabhā, which is another name for Vajratejas. 
In the NSY, he is described as holding a ‘sun’ in both hands (karadvayadhṛtasūryena). Also in the KS ‘sūrya’ is 
mentioned as an ‘attribute’ (de Mallmann 1977, 7). In manuscript LA1, Vajratejas holds an unidentified object in 
front of his chest with both hands. Its string-like appearance suggests a sun ray (Bühnemann 2008, 188; fig. 80).  
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Fig. 85: Vajraketu 
 
* LA1: vajraketvabhinaya 
 
Vajraketu supports a banner (dhavja, ketu) with 
both hands to the left of his body.71 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  
	  
Fig. 86: Vajrahāsā 
 
* LA1: vajrahāsābhinaya 
 
Vajrahāsā holds a vajra and bell in his hands raised 
in front of his chest. The palms are facing outwards 
with the fingers pointing downwards.72 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
71 In manuscript VM, the banner resembles a flag (de Mallmann 1977, fig. 3). In LA1, the attribute of Vajraketu 
looks like a stick (ḍaṇḍa), but probably indicates a banner (dhvaja) or flag (ketu), as described in the NSY 
(karadvayagṛhītacintāmaṇidhvajaṃ; Bhattacharya [1949] 1972, 45). 
72 In manuscript LA1 a similar mudrā appears, but with the fingers pointing upwards, without vajra and bell. 
According to de Mallmann, the NSY and KS describe Vajrahāsā as showing his teeth to suggest laughing, which 
cannot be seen in manuscript VM as it only shows the hands and not the faces of the figures (1977, 7). Teeth are, 
however, also not visible in the face of this figure in CP1, and the meaning of the mudrā is unclear. 
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Fig. 87: Vajradharma 
 
* LA1: vajradharmābhinaya 
 
Vajradharma holds a vajra and bell in his hands, 
which are joined in front of his chest. The palms are 
facing inwards with the curved fingers pointing 
upwards and slightly touching each other, perhaps 
suggesting a lotus flower.73 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  
	  
Fig. 88: Vajratīkṣna 
 
* LA1: vajratīkṣnābhinaya 
 
Vajratīkṣna holds a sword (khaḍga) in his right 
hand, raised above his head. He holds a bell in his 
left hand, raised in front of his chest.74 He sits in 
sattvaparyaṅkāsana on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
73 In manuscript VM a lotus flower was added as an attribute, which is also described in the NSY 
(garvagṛhītasanāla-kamaladalaṃ or -kamalaṃ; de Mallmann 1977, fig. 3; Bhattacharya [1949] 1972, 45). 
In LA1, Vajradharma shows the dhyānamudrā, perhaps suggesting his connection with Amitābha, to whose 
family he belongs (de Mallmann 1977, 8). 
74 The same mudrā appears in manuscript VM, with a Bodhisattva under the name Vajrabuddhi. The mudrā 
suggests his connection with the Bodhisattva Mañjuśrī (De Mallmann 1977, 8). 
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Fig. 89: Vajrahetu 
 
* LA1: vajrahetvabhinaya 
 
Vajrahetu holds a vajra and bell in his hands, with 
the palms facing towards each other and the fingers 
pointing downwards in front of his abdomen.75 He 
sits in sattvaparyaṅkāsana on the outline of a lotus.	  
	  
	  
Fig. 90: Vajrabhāṣa 
 
* LA1: vajrabhāṣābhinaya 
 
Vajrabhāṣa holds a vajra and bell in his raised 
hands, with the palms facing inwards in front of his 
chest.76 He sits in sattvaparyaṅkāsana on the 
outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
75 In manuscript VM, the mudrā appears with a Bodhisattva under the name Vajramaṇḍa, an alternative name for 
Vajrahetu. The mudrā is different, the right hand supports a wheel (cakra), indicating a connection with the  
Bodhisattva Maitreya (de Mallmann 1977, 8).  
76 Both manuscripts LA1 and VM show a different mudrā for the Bodhisattva Vajravāca, an alternative name for 
Vajrabhāṣa. The NSY describes a ‘dharma-conch’ (dharmaśaṅkha) as attribute (Bhattacharya [1949] 1972, 45). 
The meaning of the mudrā in CP1 is unclear. 
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Fig. 91: Vajrakarman (YB: Vajrakarmma) 
 
* LA1: vajrakarmābhinaya 
 
Vajrakarman holds a vajra and bell in his hands, 
which are joined together above his head.77 He sits 
in sattvaparyaṅkāsana on the outline of a lotus. 
	  
	  
	  
Fig. 92: Vajrarakṣa 
 
* LA1: vajrarakṣābhinaya 
 
Vajrarakṣa holds a vajra and bell in his hands. The 
palms are facing inwards, with the fingers clutched 
around the attributes in front of his chest.78 He sits 
in sattvaparyaṅkāsana on the outline of a lotus.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
77 A double vajra (viśvavajra) appears in manuscript VM (de Mallmann 1977; fig. 4). Manuscript LA1 follows 
the same iconography as CP1 for this figure, but omits the vajra and bell (Bühnemann 2008, 189; fig. 87). 
78 Both in manuscripts VM and LA1, Vajrarakṣa, under the name Vajravīrya in VM, holds a chainmail or cuirass 
(kavaca), indicating his identity as protector (de Mallmann 1977, 9; Bühnemann 2008, 189; fig. 88). In CP1, 
Vajrarakṣa’s hands are positioned in a similar way as in VM and LA1, but without the attribute. 
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Fig. 93: Vajrayakṣa 
 
* LA1: vajrayakṣābhinaya 
 
Vajrayakṣa holds a vajra and bell in his hands. His 
fingers are tightly curved around the attributes, like 
fists in front of his chest, the palms facing 
inwards.79 He sits in sattvaparyaṅkāsana on the 
outline of a lotus.	  
	  
	  
Fig. 94: Vajrasaṃdhi (YB: Vajrasandhīḥ) 
 
* LA1: vajrasaṃdhyabhinaya 
 
Vajrasaṃdhi holds a vajra and bell in his hands 
raised in front of his chest. His little fingers are 
crossed over each other, right over left.80 He sits in 
sattvaparyaṅkāsana on the outline of a lotus. 
	  
	  
Table VII: The sixteen Mahābodhisattvas seated in sattvaparyaṅkāsana (figs. 79 to 94; Ill. 42 to 46). 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
79 In manuscript VM, a similar mudrā is shown for Vajrayakṣa, under the name Vajracaṇḍa, with each hand 
holding an elephant tusk or fang. This indicates the deity’s violent nature (de Mallmann 1977, 9). In LA1, the 
attributes are absent, but the mudrā is similar (Bühnemann 2008, 190; fig. 89). 
80 Both manuscripts VM and LA1 show a different mudrā. In VM, the Bodhisattva is called Vajramuṣṭi 
(Bühnemann 2008, 190; fig. 90). 
 53 
3.4.4 The sixteen Bodhisattvas (of the Bhadrakalpa) seated in bhadrāsana 
The sixteen Bodhisattvas (of the Bhadrakalpa) are absent in the description of the Vajradhātumaṇḍala 
in the Sarvatathāgatatattvasaṃgraha, but they do appear in the Niṣpannayogāvālī and in Chapters 2 
and 3 of the Kriyāsaṃgraha (de Mallmann 1975, 58). In the Niṣpannayogāvālī, they are positioned in 
the four corners of the exterior, square gallery of the Vajradhātumaṇḍala, divided into four groups of 
four Bodhisattvas. Each group is described as ‘similar’ (sadṛśa) to one of the four cosmic Buddhas, 
Akṣobhya, Ratnasambhava, Amitābha and Amoghasiddhi.81 The Kriyāsaṃgraha ascribes the postures 
of these Bodhisattvas to the principal master (Bühnemann 2008, 173). 
 
	  
	  
Fig. 95: bhadrāsana – Maitreya (YB: Maitri) 
 
* LA1: vajramaitryabhinaya 
 
The Bodhisattva Maitreya holds a vajra and bell in 
front of his chest. The little and ring fingers of both 
hands are joined crosswise, while index and middle 
fingers are stretched, slightly touching each other at 
the tips.82 He sits on a seat, which is rendered like a 
throne. Both feet rest on the ground. The posture is 
referred to as bhadrāsana, ‘auspicious posture’.	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
81 De Mallmann 1975, 58. The iconography of the sixteen Bodhisattvas is not described in Chapter 19 on the 
Vajradhātumaṇḍala in the NSY, but in Chapter 22 on the Durgatipariśodhanamaṇḍala 
(Bhattacharya [1949] 1972, 66-67). Also Chapters 2 and 3 of the KS describe the Bodhisattvas 
(de Mallmann 1975, 406).  
82 Manuscripts VM and LA1 show a different mudrā. In VM, Maitreya supports a vase with a white flower 
(de Mallmann 1977, 10; fig. 5).  
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Fig. 96: Amoghadarśin (YB: Amoghadarśa/o) 
 
* LA1: amoghadarśyabhinaya 
 
Amoghadarśin holds a vajra in his right hand in 
front of his chest, while his left hand, carrying a 
bell, rests on his left thigh.83 He sits on a throne, 
with both feet resting on the ground (bhadrāsana).	  
	  
	  
Fig. 97: Sarvāpāyañjaha 
(YB: Sarvāpāyañjahaḥ) 
 
* LA1: sarvāpāyañjahābhinaya 
 
Sarvāpāyañjaha holds a vajra in his right hand,84 
resting on his right thigh. In his left hand, slightly 
raised next to his left side, he holds a bell. He sits 
on a throne, with both feet resting on the ground 
(bhadrāsana).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
83 A similar mudrā appears in manuscript VM, supporting a lotus flower with an eye on top. This attribute is 
described in the NSY and KS as netrāmbhoja (de Mallmann 1977, 10; fig. 5). 
84 Although difficult to distinguish in the drawing, a stick-like object seems to have been sketched over his right 
hand. In manuscript LA1, Sarvāpāyañjaha holds up a stick in his right hand. Manuscript VM shows a goad as the 
attribute, but with a different mudrā (de Mallmann 1977, fig. 5).  
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Fig. 98: Sarvaśokatamonirghātamati 
(YB: Sarvaśokatamonirghātanamatiḥ) 
 
* LA1: sarvaśokatamonirghātābhinaya 
 
Sarvaśokatamonirghātamati holds a vajra and 
trident (?) in his right hand, which he raises slightly 
to the right of his body. His left hand, carrying a 
bell, rests on his left thigh.85 He sits on a throne, 
with both feet resting on the ground (bhadrāsana). 
	  
	  
	  
Fig. 99: Gandhahastin (YB: Gandhahasti) 
 
* LA1: gandhahastyabhinaya 
 
Gandhahastin holds a vajra in his right hand, 
slightly raising it in front of his chest. In his left 
hand, in front of his abdomen, he carries a bell.86 
He sits on a throne, with both feet resting on the 
ground (bhadrāsana).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
85 Manuscripts LA1 and VM show a similar mudrā, but with a mace (gadā) as the attribute in the right hand 
(Bühnemann 2008, 190; fig. 95; de Mallmann 1977, fig. 5). 
86 A similar mudrā appears in manuscript VM, but the right hand also supports of a conch shell, next to a vajra 
(de Mallmann 1977; fig. 5). 
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Fig. 100: Śūraṅgama (YB: Śūraṅgamaḥ) 
 
* LA1: śūraṅgamābhinaya 
 
With his right hand, Śūraṅgama pulls a sword out 
of its sheath, which he holds in his left hand.87 He 
sits on a throne, with both feet resting on the ground 
(bhadrāsana).	  
	  
	  
Fig. 101: Gagaṇagañja 
 
* LA1: gagaṇagañjābhinaya 
 
Gagaṇagañja holds a vajra in his right hand, which 
is raised to the right of his body, while in his left 
hand, held in front of his chest, he carries a bell.88 
He sits on a throne, with both feet resting on the 
ground (bhadrāsana).	  
	  
	  
Fig. 102: Jñānaketu 
 
* LA1: jñānaketvabhinaya 
 
Jñānaketu holds a vajra in his right hand, while in 
his left hand, he carries a bell. At the same time, he 
supports a banner (dhvaja) with both hands, to the 
right of his body. He sits on a throne, with both feet 
resting on the ground (bhadrāsana).	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
87 In manuscripts VM and LA1, Śūraṅgama raises the sword as seen in the figure of Vajratīkṣna (CP1, fig. 88; 
de Mallmann 1977; fig. 5; Bühnemann 2008, 190; 97).  
88 In manuscript VM, the attribute of a three-lobed jewel (triratna) on a lotus was added to the mudrā 
(de Mallmann 1977, 10-11; fig. 5).  
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Fig. 103: Amitaprabha (YB: Amitaprabhaḥ) 
 
* LA1: amitaprabhābhinaya 
 
Amitaprabha supports a vase (kalaśa) with both 
hands, raised in front of his chest.89 He sits on a 
throne, with both feet resting on the ground 
(bhadrāsana).	  
	  
 
Fig. 104: Candraprabha (YB: Candraprabhaḥ) 
 
* LA1: candraprabhābhinaya 
 
A crescent appears above the right hand of 
Candraprabha, which does not seem to carry the 
usual vajra. His left hand, holding a bell, rests on 
his left thigh. He sits on a throne, with both feet 
resting on the ground (bhadrāsana). 
	  
 
Fig. 105: Bhadrapāla (YB: Bhadrapālaḥ) 
 
* LA1: bhadrapālābhinaya 
 
The hands of Bhadrapāla are joined in front of his 
chest, probably with a vajra and bell in the right and 
left hands. The palms face each other and the 
fingers are slightly curved with the tips touching 
each other.90 He sits on a throne, with both feet 
resting on the ground (bhadrāsana). 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
89 In manuscript VM, the mudrā is different, with the vase depicted above the right hand. A white lotus appears 
from the top of the vase, like in a ‘vase of abundance’ (pūrṇakalaśa; de Mallmann 1977; fig. 5). In the NSY, the 
name of the Bodhisattva is spelled as Amṛtaprabha and his attribute is described as an amṛtakalaśa, ‘vessel of 
amṛta’, the elixir of immortality (Bhattacharya [1949] 1972, 67). 
90 Only the top of the vajra in the right hand, and the handle of the bell in the shape of a vajra, in the left hand, 
are visible. In manuscript VM, the mudrā is different with the right hand supporting both a vajra and a shining 
jewel (jvālaratna in the NSY; de Mallmann 1977, 11; fig. 5; Bhattacharya [1949] 1972, 67). 
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Fig. 106: Jāliniprabha 
 
* LA1: jāliniprabhābhinaya 
 
Jāliniprabha holds a net91 with both hands raised in 
front of his chest. He also holds a vajra and bell in 
his right and left hands. He sits on a throne, with 
both feet resting on the ground (bhadrāsana). 
	  
 
Fig. 107: Vajragarbha 
 
* LA1: vajragarbhābhinaya 
 
Vajragarbha holds a vajra in his right hand in front 
of his abdomen and a bell in his left hand, resting 
on his left thigh.92 He sits on a throne, with both feet 
resting on the ground (bhadrāsana). 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
91 The NSY describes (vajra)pañjara as the attribute, referring to a ‘net’ or ‘cage’ (Bhattacharya [1949] 1972, 67; 
Monier-Williams 2012 [1899], 407). 
92 In manuscript VM, the same mudrā appears, but the left hand supports a water lily (nīlotpala), following the 
description in the NSY (Bhattacharya [1949] 1972, 67). Chapter 2 of the KS prescribes a vajra, while a water lily 
with a vajra (vajranīlotpala) is described in Chapter 3 as the attribute for Vajragarbha (de Mallmann 1977, 11; 
fig. 6). 
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Fig. 108: Akṣayamati (YB: Akṣayamatiḥ) 
 
* LA1: akṣayamatyabhinaya 
 
Akṣayamati displays four arms. The upper arms are 
raised in front of his chest, probably carrying a 
vajra and bell. The lower right hand shows the 
varada mudrā with a vajra,93 and the lower left 
hand carries a bell in front of his abdomen. In YB, 
Akṣayamati has two arms. He shows the varada 
mudrā with his lowered right hand, while he holds 
his left hand, probably carrying a bell, in front of 
his chest.94 He sits on a throne, with both feet 
resting on the ground (bhadrāsana).	  
	  
	  
Fig. 109: Pratibhānakūṭa 
 
* LA1: pratibhānakūṭābhinaya 
 
Pratibhānakūṭa holds a vajra in his right hand, 
raised in front of his chest, while he carries a bell in 
his left hand, which rests his left thigh.95 He sits on 
a throne, with both feet resting on the ground 
(bhadrāsana).  
	  	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
93 The horizontal line beneath the vajra, over the fingers of the right hand appears to be part of the throne 
(pers. comm. with Ellen Raven, January 18, 2020). 
94 In manuscript VM, the mudrā is different and a vase from which leaves and a white flower appear, was added 
as an attribute (de Mallmann 1977, 11; fig. 6). The NSY describes jñānāmṛtakalaśa, ‘a vessel with the nectar of 
knowledge’ as the attribute (Bhattacharya [1949] 1972, 67). The correspnding figure in Los Angeles manual LA2 
also displays four arms, positioned in the same way as the figure in CP1, with a vajra in each right hand and a 
bell in each left hand. The four arms of this figure may thus be an alternative transmission of the iconography of 
Akṣayamati. 
95 The same mudrā recurs in manuscript VM, but with a lotus, surmounted by a jewel, described as abjastharatna, 
‘a jewel standing on a lotus flower’, in the NSY (De Mallmann 1977, 12; fig. 6; Bhattacharya [1949] 1972, 67).  
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Fig. 110: Samantabhadra 
(YB: Samantabhadraḥ) 
 
* LA1: samantabhadrābhinaya 
 
Samantabhadra holds a vajra in his right hand, 
which is raised in front of his chest. A vajra and a 
flower or jewel appear from his right hand.96 He 
carries a bell in his left hand, which rests on his left 
thigh. He sits on a throne, with both feet resting on 
the ground (bhadrāsana). 
 
	  
 
Table VIII: The sixteen Bodhisattvas of the Bhadrakalpa seated in bhadrāsana (figs. 95 to 110; Ill. 46 
to 50). 
 
3.4.5 The guardians of the maṇḍala gates seated in vīrāsana 
The gates of the maṇḍala in the four cardinal directions are protected by guardian deities: Vajrāṅkuśa 
in the East, Vajrapāśa in the South, Vajrasphoṭa in the West and Vajrāveśa in the North 
(de Mallmann 1975, 58). They are described in the Niṣpannayogāvālī and the Kriyāsaṃgraha as having 
a ferocious nature (de Mallmann 1975, 412). The Kriyāsaṃgraha ascribes their postures to the 
karmācārya (Bühnemann 2008, 174). 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
96 In manuscript VM, Samantabhadra holds three little flowers with the bell in his left hand, while the right hand 
supports a vajra (de Mallmann 1977, 12; fig. 6). This attribute suggests the ‘cluster of jewel-blossoms’ 
(ratnamañjarī) described in the NSY (Bhattacharya [1949] 1972, 67). 
 61 
 
	  
	  
Fig. 111: vīrāsana – Vajrāṅkuśa 
 
* LA1: vajrāṅkuśābhinaya 
 
Vajrāṅkuśa derives his name from the attribute he 
usually carries, a goad (aṅkuśa). Here, however, the 
attribute may be symbolised by the mudrā, while 
holding a bell in his left hand.97 He sits in the 
vīrāsana, with the right knee raised to the side and 
the left knee folded in front of his body. He sits on 
an unidentified seat.98 
	  
	  
	  
Fig. 112: Vajrapāśa 
 
* LA1: vajrapāśābhinaya 
 
Vajrapāśa likewise derives his name from the 
attribute he usually carries, a noose (pāśa). Here, 
Vajrapāśa holds his right hand cross-wise over his 
left hand in front of his abdomen, suggesting a 
noose, while holding a vajra and bell in his right 
and left hands.99 He sits in the vīrāsana, without the 
addition of a seat. 
	  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
97 In manuscript YB, a goad was added to the mudrā. Also in manuscript VM a goad is depicted, while in 
manuscript LA1, the attribute is absent. In manuscripts VM and LA1, the mudrās are also different (de Mallmann 
1977, fig. 7; Bühnemann 2008, 192; fig. 109). 
98 It is uncertain whether the seat is supposed to represent a lotus here, as it is left out in the following figure of 
Vajrapāśa and rendered more like a low cushion for the figures of Vajrasphoṭa and Vajrāveśa. In LA1, a low seat, 
resembling a cushion has been illustrated for three of the four guardians of the maṇḍala gates 
(Bühnemann 2008, 192; figs. 110-112). 
99 The same mudrā appears in manuscripts VM and YB, but with a noose (de Mallmann 1977, fig. 7). 
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Fig. 113: Vajrasphoṭa 
 
* LA1: vajrasphoṭābhinaya 
 
Vajrasphoṭa holds a vajra in his right hand and bell 
in his left hand in front of his abdomen. The fingers 
are pointing downwards and the palms facing 
outwards.100 He sits in the vīrāsana on a low 
cushion.	  
	  
	  
Fig. 114: Vajrāveśa 
 
* LA1: vajrāveśābhinaya 
 
Vajrāveśa holds a vajra and bell in his right and left 
hands raised in front of his chest. The right arm is 
placed over the left, while the little fingers are 
crossed.101 He sits in the vīrāsana on a low cushion.	  
	  
Table IX: The guardians of the maṇḍala gates seated in vīrāsana (figs.111 to 114; Ill. 50 to 51). 
 
The figures in the Vajradhātumaṇḍala were all illustrated with a halo around their head and some sit 
on what seems an outline for a lotus seat. The Offering Goddesses were given breasts, indicating their 
female gender. Certain attributes that were depicted with figures in manuscripts YB, LA1 and VM, 
were left out of the parallel depictions in manual CP1, while the hand gesture was maintained, mostly 
handling a vajra and a bell. We will return to these iconographic features in the light of the functionality 
of the iconography of these images in Chapter 5.  
Manuscript CP1 and the related sets in manuals YB and LA1 depict forty-nine figures in the 
Vajradhātumaṇḍala in total. The Niṣpannayogāvālī, however, describes fifty-three deities. The text is 
known to be an authoritative source for the iconography of the Vajradhātumaṇḍala in Newar Buddhist 
arts and it is one of the four source texts referred to in manual YB of Yagya Man Pati Bajracharya.102 
The four Vajrī Goddesses, Sattvavajrī, Ratnavajrī, Dharmavajrī and Karmavajrī, who belong to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
100 A similar mudrā appears in manuscript VM, but with a chain as an attribute (de Mallmann 1977, fig. 7). 
101 Manuscript VM shows the same mudrā, but with the left arm over the right arm (de Mallmann 1977, fig. 7). 
102 Pers. comm. May 22, 2019.  
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centrally positioned, core deities, are missing in the illustrations. It signals a tendency in the Newar 
depictions of the Vajradhātumaṇḍala.103 This omission therefore deserves further follow-up study. 
 
3.5 The messengers (dūta, dūtī), servants (ceṭa, ceṭī) and the guardians of the worlds 
(lokapāla) 
In manuscript CP1 from Copenhagen, five groups of figures, depicted seated or in a squatting posture, 
appear next to the deities of the Vajradhātumaṇḍala (figs. 115 – 148; Ill. 51 to 61). The first group 
consists of five male figures in a squatting posture (utkuṭāsana), followed by a group of four female 
figures in the same āsana. Next comes another group of four male figures in a squatting posture, and a 
group of four squatting, female figures. These are followed by a group in lalitāsana, the ‘posture of 
ease’, consisting of thirteen male figures and one female. Finally, three figures in svastikāsana, the 
‘posture of auspiciousness,’ conclude the series of images in CP1. In the latter group, the final figure is 
female.104  
The same groups appear in manual YB of Yagya Man Pati Bajracharya. A comparison of these 
groups in YB with the sets in CP1 revealed some discrepancies.105 Unfortunately, the names of the 
deities were not annotated in the captions, only the names of the postures utkuṭāsana, lalitāsana and 
svastikāsana. Except for the final one, with three figures in svastikāsana, the same groups recur in 
manuscript LA1 from LACMA, but the iconography of the hand gestures and attributes is, at times, 
quite different.106 Since similar groups of postures with a quasi-equal number of figures recur in 
manuscripts CP1, LA1 and YB, though with some variations in the hand gestures of the figures, I feel 
it is safe to identify the first group in manuscript CP1, seated in utkuṭāsana, as the male messengers 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
103 Alexander von Rospatt noted a tendency, in images of the maṇḍala used during contemporary consecration 
rituals in Kathmandu, to substitute the Vajrī goddesses with the Prajñā goddesses Locanā, Māmakī, Pāṇḍuravāsinī 
and Tārā. Such a tendency was already at work in Medieval Indian Buddhist traditions (2010, 221-223). Christian 
Luczanits suggested that the manuscripts reflect a tendency to replace the Vajrī goddesses with symbols, in order 
to subdue an explicit sexual connotation for these as the consorts of Vairocana (pers. comm. September 13, 2019). 
In his study of Vajradhātumaṇḍala manuscripts, Eric Huntington also noted that manuscripts, considered to be 
the most detailed or complete, omit the mudrās of the four Vajrī goddesses without any apparent substitute (2017, 
198). Instead of substituting them with symbols, however, the goddesses were seemingly omitted from enactments 
of the Vajradhātu deities through postures and hand gestures, as the manuals do not show them in any form. 
104 The svastikāsana is mentioned in the Vajrāvalī and Kriyāsamuccaya, but not in the Kriyāsaṃgraha 
(Bühnemann 2008, 163), which further confirms an influence of the first two texts in manuscripts CP1 and YB.  
105 In fig. 124 the iconography did not correspond in manual YB. Fig. 121 of CP1 is absent in manuscript YB. 
The three extra figures at the end also appear in manuscript YB. Only the final image in manuscript YB, however, 
sits in svastikāsana, while the two preceding figures sit in lalitāsana. 
106 Manuscript LA1 contains a note in the margin of the 29th folio, written in Nepālbhāṣā, stating that the materials 
are ‘out of order from here onwards’ (thanaṅ nasyaṅ mile maju). This is the folio with the first messenger (dūta) 
Vajramuṣala. Gudrun Bühnemann suggests that this note indicates the absence of separate captions with the name 
of the postures, starting from this figure onwards (2008, 193; fig. 114). 
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(dūta); the second group, with female figures seated in utkuṭāsana as the female messengers (dūtī); the 
third group of figures as the male servants (ceṭa); and the fourth group of figures as the female servants 
(ceṭī). The group of fourteen figures in lalitāsana then corresponds to the guardians of the worlds 
(lokapāla).107 
 
3.5.1 The messengers (dūta, dūtī), servants (ceṭa, ceṭī) 
The dūta and ceṭa, with their female companions, do not occur in the Vajradhātumaṇḍala as laid down 
in the Niṣpannayogāvālī. Without their female counterparts, they do appear in four maṇḍalas described 
in the Sarvatathāgatatattvasaṃgraha, namely in the Trilokacakramahāmaṇḍala, 
Sarvavajrakulamaṇḍala and Sarvavajrakuladharmasamayamaṇḍala. The names of the dūtas are 
Vajramusala,108 Vajrānila, Vajrānala and Vajrabhairava and the ceṭas are called Vajrāṅkuśa,109 
Vajrakāla, Vajravināyaka and Nāgavajra.110 The female dūtī and ceṭī appear, without their male 
counterparts, in the Sarvavajrakulakarmamaṇḍala, under the titles vajradūtī and vajraceṭī. They are 
Vajradūtī, Vegavajriḥī,111 Vajrajvālā, Vajravikaṭā for the vajradūtī and Vajramukhī, Vajrakālī, 
Vajrapūtanā, and Vajramakarī112 for the vajraceṭī (Snellgrove 1981, 48-50). The deities of these 
maṇḍalas consist of Hindu divinities who were ‘converted’ by Vajrapāṇi and his retinue of fierce 
manifestations of deities, mostly from the Vajradhātumaṇḍala. The messengers and servants thus 
originally were Hindu gods and goddesses who received Buddhist names characterised, for example, 
by the addition of the prefix ‘vajra-‘, on their incorporation into the maṇḍalas (Snellgrove 1981, 39; 
48-50). The dutā and ceṭā, without their female counterparts, recur in the Durgatipariśodhanamaṇḍala, 
as described in the Niṣpannayogāvālī. Marie-Thérèse de Mallmann further notes that many deities of 
this maṇḍala are also part of the Vajradhātumaṇḍala (1977, 3).  
 
3.5.2 The guardians of the worlds (lokapāla) 
Traditionally, the lokapālas consist of a group of eight or ten deities. These are Indra in the East, Agni 
in the Southeast, Yama in the South, Naiṛrta in the Southwest, Varuṇa in the West, Vāyu in the 
Northwest, Kubera in the North (sometimes replaced by Soma or Candra), Īśāna in the Northeast (who 
looks physically identical with Śiva), Brahmā in the zenith and Ananta (Viṣṇu’s serpent mount) in the 
nadir (Wessels-Mevissen 2001, 1). Despite occasional differences in the iconography of the hand 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
107 For a detailed discussion of these groups in manuscript LA1, see Bühnemann 2008, 175-176. 
108 LA1 reads Vajramuṣala (Bühnemann 2008, 175). 
109 LA1: Vajravarāha (ibid.). 
110 LA1: Vajranāga (ibid.). 
111 LA1: Vajravegavajriḥī (ibid.). 
112 LA1: Vajramakarā (ibid.). 
 65 
gestures, the group of fourteen figures, identified as the guardians of the worlds (lokapāla) in 
manuscript LA1,113 recurs in CP1. 
Manuscripts CP1, YB and LA1 display the figures seated in lalitāsana. For manual LA1, 
Gudrun Bühnemann identifies them as Indra, Agni, Yama, Naiṛrtya, Varuṇa, Vāyu, Kubera, Maheśvara, 
Sūrya, Candra, Brahmā, Vemacitra/Vemacitrin, Pṛthivī, and Adhonāga (2008, 176). If we consider 
Maheśvara as similar to Īśāna (both as a form of Śiva) and Adhonāga as representing Ananta (mythic 
nāga), all the canonical deities of the directions appear among the figures in lalitāsana. 
Vemacitra/Vemacitrin is known as the lord of the asuras, demi-gods or demons, and he appears in 
several maṇḍalas in the Niṣpannayogāvālī, such as the Dharmadhātuvāgīśvara maṇḍala, but not in the 
Vajradhātumaṇḍala (de Mallmann 1975, 444-445). Pṛthivī, the Earth, also features in the 
Durgatipariśodhana maṇḍala as described in the Niṣpannayogāvālī (de Mallmann 1975, 310-311). The 
lokapālas further feature in Chapters 2 and 3 of the Kriyāsaṃgraha. In Chapter 2, the lokapālas, Pṛthivī 
and Nāga are among the 121 deities worshipped for purifying the ground before building a monastery. 
These rituals include a rite to ask the goddess Pṛthivī permission to start the construction.114 In the third 
chapter of the Kriyāsaṃgraha, the lokapālas, Pṛthivī, Nāga, Sūrya (called Āditya), Candra (called 
Soma), and deities of the Vajradhātumaṇḍala recur among the eighty-one deities invoked in water jars 
(kalaśa), that are used in rituals for investigating and purifying the ground on which the monastery will 
be constructed.115 
 
3.6 The internal coherence of the deities in the ritual praxis 
We may wonder to what extent the complete set of images (those standing, seated and squatting) is 
supposed to represent one maṇḍala. It seems likely that several different maṇḍalas were combined in 
the performance. In the case of Vajradhātumaṇḍala manuals, Eric Huntington recently pointed out that 
it is common to find ritual elements from different sources combined to function in a larger, ritual 
program. While particular maṇḍalas, such as the Vajradhātumaṇḍala, may be the basis for certain 
rituals, elements from different maṇḍalas are often combined in the ritual praxis. This is reflected in 
the manuals (2017, 193). Also the padasādhana manuscripts display such combinations of groups of 
deities that were meaningful in the light of the purpose of the ritual. As indicated for the combination 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
113 Bühnemann 2008, 176; These are the guardian deities of the directions, also known in Sanskrit as ‘dikpāla’ 
(Wessels-Mevissen 2001, 1). 
114 Tanemura 2004, 19-20; Skorupski 2002, 37-42. 
115 Tanemura 2004, 20-21: Skorupski 2002, 55-58. The recurrence of these same deities in the padasādhana in 
the sixth chapter of the Kriyāsaṃgraha may be related to similar ritual concerns. Ryugen Tanemura suggests a 
relationship between the rituals in Chapter 3 and the performance of the parikramavidhi in Chapter 6 of the 
Kriyāsaṃgraha. In the third chapter, the ritual master asks permission to all the Buddhas to build the monastery 
and to perform the parikramavidhi (2004, 20). 
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of Pṛthivī and the lokapālas earlier, deities from different maṇḍalas as outlined in the 
Niṣpannayogāvālī, could have been invoked together because their combination was deemed efficient 
in the context of purifying the earth. The maṇḍalas in the Niṣpannayogāvālī provided the Newars with 
an authoritative source from which they drew the appropriate deities for the ritual praxis. In the 
following three chapters, we will turn to the function of the line drawings as guidelines for a 
padasādhana performance.  
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Chapter 4 
 
The manuscripts as guidebooks 
How to perform the postures? 
 
 
The manuscripts at hand in this thesis were compiled by Vajrācāryas as handbooks (vidhi; vidhāna) for 
the performance of a padasādhana. In the Newar Buddhist tradition, such ritual manuals and 
accompanying instructions were transmitted for centuries from master (guru) to disciple 
(von Rospatt 2015, 823-824). The vidhi is not meant to give a full explanation of the ritual, but serves 
as a guide on the essential elements of the practice. In a traditional setting, Vajrācārya practitioners 
would receive guidance from their master to become specialists initiated in the tradition with sufficient 
background knowledge to handle such manuals (Huntington 2017, 178-179).  
The main purpose of the manuscripts is to outline the choreography of gestures and leg postures, 
or the positioning of the feet, during a padasādhana. The images and texts supplement each other in 
informing the Vajrācāryas on this procedure. Next to physical actions, the performance of a 
padasādhana includes actions related to the speech and mind of the practitioner. Whereas the captions 
with the images clarify verbal, bodily and mental activities, the illustrations only carry instructions on 
the actions of body and mind. The juxtaposition of the captions and images suggests an explicit 
connection between these verbal, bodily and mental actions. Together, these seem to aim at a 
transformation of the ritual master’s body, speech and mind into that of a Buddha, Bodhisattva or deity, 
in accordance with the traditional purpose of sādhana practices.   
In this chapter, I examine in what ways images and captions appear to have guided the bodily 
actions. Two types of images are found in the padasādhana manuscripts. We will study the contents of 
their captions (as summarised in Tables X and XI) and the ways in which images and headers 
complement each other in guiding the enactment of the postures. Section 4.3 then examines the possible 
purposes for a choice of different types of images in the manuals.  
 
4.1 The full-body figure (‘Type 1’) 
The first type of image displays a full-body figure in a frontal position (fig. A; Table X). This is the 
predominant type of image in the padasādhana manuals. Most of the manuscripts selected for this thesis 
include images of this type only. The full-body figures assume different postures and gestures and share 
 68 
a general iconography in the rendering of clothing and ornaments. The iconography of this type of 
image was our focus in Chapter 3. 
 
 
	  
Type 1: Full-body figure 
	  
	  
 
Fig. A: Figure of Type 1 in frontal position. 
 
 
Contents of the Sanskrit captions: 
 
* An instruction on a visualisation of the deity 
* The mantra of the deity 
* A spatial direction 
 
 
Table X: An image of Type 1 and the contents of the captions  
in manuscript CP1. 
 
The Sanskrit captions and images of Type 1 have been placed together in one frame. The captions 
include instructions on a visualisation, mantras and notes on spatial directions. To illustrate the nature 
of these headers: The first image in manuscript CP1 from Copenhagen (fig. A; Table X and fig. 1; Ill. 2) 
carries at the top of the frame an instruction on the visualisation of the deity:116 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
116 In this chapter, I present fragments from the transcription of the captions in manuscript CP1. Appendix 1 
includes a complete transcription of the Sanskrit texts. I did not correct any spelling or grammar deviations from 
the Sanskrit orthography, as this would have required a great amount of editing work beyond the scope of the 
present thesis. Hence, the quoted fragments at times appear corrupt. With the help of Peter Szántó, preliminary 
translations of these sections were made to support an understanding of the addressed issues, without aiming at a 
critical edition of the texts.  
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ātmānaṃ vajrāṅkuśamahākrodharūpaṃ śitavarṇṇaṃ vicintya |   
Having visualised oneself in the shape of the white Vajra-goad (vajrāṅkuśa), the great wrathful 
one.117 
 
The caption instructs the practitioner to visualise himself as taking the form of the wrathful 
(mahākrodha) deity Vajrāṅkuśa with a white body colour. A fine line beneath this instruction separates 
it from the mantra of the deity: 
 
oṃ ālīdhapadavajramahākrodha bhighuye118 2 sarvvaduṣṭadevādin mārāṃ hūṃ  
phaṭ | 
 
The mantra mentions the ālīḍhapada posture that is assumed in the image. The mantra aims at the 
destruction (bhighuye for vighūrṇaye) of obstacles (sarvvaduṣṭadevādin mārāṃ), in accordance with 
the main purpose of the ritual described in the Kriyāsaṃgraha. An indication of a cardinal direction, 
the East (pūrvva for pūrva), has been written beneath the drawing.  
The captions of images of Type 1 in other manuscripts, such as manual LA1 in the LACMA, 
add annotations with the name of the master to whom a specific set of postures is ascribed, and labels 
with gestures and caryā songs (Bühnemann 2008, 180-196). Manual YB of Yagya Man Pati 
Bajracharya includes separate labels with the body colour and posture of the deities with the images. 
Whereas labels with body colours, gestures, caryā songs, etc., may be left out, the captions with mantras 
consistently accompany all images of Type 1 in completed manuscripts. An annotation of the mantra 
thus appears to have been essential, while the other captions and labels may have been added to the 
images as extra information, depending on the preferences of their compilers.  
A similar instruction by means of an image combined with a written mantra recurs in another 
type of Newar manual, viz., Vajradhātumaṇḍala handbooks with illustrations of hand gestures. Eric 
Huntington argues that the images and captions in these manuscripts direct the body, speech and mind 
of the practitioner in the performance of the Vajradhātumaṇḍala ritual (2017, 178-179). Captions with 
mantras, directing the speech of the practitioner, consistently accompany the illustrated mudrās in these 
manuscripts, while the presence of labels with, e.g., annotations of body colours, varies from manual to 
manual. In the same way, a frame with illustrations, headers and labels in the padasādhana manuscripts 
may have guided the coinciding bodily, verbal and mental actions of a Vajrācārya during a performance. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
117 This line is followed by the mantra of Vajrāṅkuśa. Hence the gerund ‘vicintya’ (‘having visualised’) seems to 
indicate that the visualisation precedes the recitation of the mantra. 
118 The correct Sanskrit verb is presumably vighūrṇaye. The spelling of this verb varies in manuscript CP1 and is 
quite corrupt in this verse (see Appendix 1). 
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4.1.1 Bodily actions as instructed via full-body figures (‘Type 1’) 
The full-body figures in manuscript CP1 from Copenhagen come with the name of the posture in the 
mantras. The illustration of a figure in ālīḍhapada (fig. A; Table X) illustrates how the posture needs 
to be performed. 
In rare instances, extra information on the performance of a posture was added. In fig. 9 
(corresponding to fig. 5 in Ill. 2) in manuscript CP1, for example, we find an explanation on how to 
perform the samapada in a separate frame beneath the image:  
 
parasparacaraṇadvayāśleṣāt samapadaṃ | 
[One should perform] the samapada by joining the two feet together. 
 
 
Fig. 9: Detail of a figure in samapada in manuscript CP1  
(see fig. 5, Ill. 3). Note the marked section explaining  
the positioning of the feet. 
 
In most images of Type 1, however, the practitioner could only deduce from the image how the feet 
were to be positioned. The accompanying position of the hands was likewise only instructed through 
the images. Additional instructions may have been given by a guru and at times descriptions on 
movements of the hands appear throughout the main texts in other folios.119  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
119 Folios 12, 13, 15 and 19 in manuscript CP1 contain written lists of the gestures that accompany certain postures 
and at times more detailed instructions on specific movements of the hands (e.g. in folio 19; Appendix 1). 
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4.2 The footsteps (‘Type 2’) 
In manuscript YB of Yagya Man Pati Bajracharya and in manuscript NA1 from the National Archives 
in Kathmandu, a different type of image appears as well (‘Type 2’). These depict groups of uncoloured, 
single feet in specific configurations (fig. B; Table XI). The images illustrate the positioning of the feet 
in the performance of a posture that is explained in the captions, above and beneath the footsteps, in 
separate frames. These postures are called ekaśūcikavajrapada, triśūcikavajrapada, 
pañcasūcikavajrapada and viśvavajrapada. 
	  
	  
Type 2: Footsteps 
	  
	  
 
Fig. B: The relative positioning of footsteps 
 
 
Contents of the captions in Sanskrit and Nepālbhāṣā: 
 
* A mantra with the name of the posture 
* An identification of the posture (Nw.) 
* An instruction on the visualisation of a vajra  
* An instruction on the positioning of the feet 
* An unidentified instruction (Nw.) 
 
	  
Table XI: An image of Type 2 and the contents of the captions  
in manuscript NA1. 
 
Although drawings of footsteps are absent from manuscript CP1, folios 7 and 8 do describe the 
performance of the ekaśūcikavajrapada, triśūcikavajrapada, pañcasūcikavajrapada and 
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viśvavajrapada and add the accompanying mantras (Appendix 1; Ill. 12 to 13). These text fragments 
have the same contents as the Sanskrit captions with the images of Type 2 in manuscript NA1, but have 
been included in the main text of manual CP1 rather than as captions in a frame. This suggests that 
illustrations of footsteps were not included in manuscript CP1. The late date of manuscripts YB and 
NA1 with footsteps – the 19th to early 20th century – further suggests that the addition of images of 
Type 2 may be a later development. I also did not trace in the running text of CP1 the fragments in 
Nepālbhāṣā that appear among the captions with image Type 2, so these may be a modern addition as 
well. 
To illustrate the nature of the captions: An image from manuscript NA1 carries, above the 
drawing of footsteps, a mantra that includes the name of the ekaśūcikavajrapada posture:  
 
Oṃ ekaśucikavajrapadaḥva(r)jamahākrodhaḥ bhañjaya 2 sarvaduṣṭasurān hūṃ  
phaṭ ||120 
 
A note in Nepālbhāṣā following the mantra confirms that ‘this is the ekaśūcī [posture]’ (ekasucī thva). 
The caption beneath the image includes an instruction on a visualisation:  
 
ekaśucikavajrapada hūṃkārajaṃ(:) padatala vicintya ||121 
As for the single-prong-vajra-posture (ekaśūcīkavajrapada), having visualised a vajra born 
from the syllable hūṃ upon the sole of the foot. 
	  
The ritual master here has to visualise a vajra on the sole of his foot when performing the 
ekaśūcīkavajrapada.122 The gerund ‘vicintya’ (‘having visualised’) suggests a connection with the verb 
cārayet (‘one should move’) in the next line of the caption:  
 
dakṣiṇacara(ṇe?)na pṛṣṭhāgraḥ tathaiva vāmāghriṇā bhūmau cārayet ||123 
With the right foot at the back and likewise with the left at the front, one should move upon 
the ground. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
120 The parallel text in manuscript CP1 reads: oṃ ekaśūcikavajrapadavajramahākrodha bhañja 2 
sarvvaduṣṭāsurān hūṃ phaṭ || 
121 Manuscript CP1: ekaśūcīkavajrapada hūṃkārajaṃ pādatale vicintye. The object ‘vajraṃ’ seems to be missing 
(pers. comm. with Peter Szántó, October 28, 2019). 
122 The Kriyāsaṃgraha prescribes the visualisation of a vajra on the soles of the feet for the ekaśūcikavajrapada, 
triśūcikavajrapada, pañcasūcikavajrapada and viśvavajrapada. Each of these postures is ascribed to the master 
of a cardinal direction (Tanemura 2004, 30-31).  
123 Manuscript CP1: bhūmau dakṣiṇacaraṇena pṛṣṭhe agre tathaiva vāmāghriṇā bhūmau cākālayen || 
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Having visualised a vajra on the sole of the foot, the ritual master makes a movement upon the ground 
that is clarified through the illustrated footsteps. The caption describes a backward movement of the 
right foot. The image suggests this movement of the right foot to the back of the left foot, which includes 
three steps. The positioning of the feet on one line indicates the one-pronged vajra (ekaśūcikavajra) 
given in the name of the posture (ekaśūcikavajrapada). The meaning of the final line of the caption in 
Nepālbhāṣā with this image of Type 2, thva parāśvayā yāyaguḥ(?), is unclear.  
 
4.2.1 Bodily actions as instructed via images of footsteps (‘Type 2’) 
In a way, the images of Type 2 recall charts with the outline of modern-day dance steps (figs. 10 and 11). 
Although visually different, the drawings convey similar information on where to position the feet in 
relation to each other, and on the temporal sequence of the different steps. Whereas the dance steps are 
illustrated from a bird’s eye view, the Newars illustrated the feet as seen from the right side. Fig. 10 
suggests five steps to the back with the right foot and five steps to the front with the left foot. In this 
way, the illustrated footsteps visualise the written instructions on the positioning and movement of the 
feet in the captions. 
 
 
 
 
Fig. 10 (left): An image with footsteps in manuscript NA1 (see fig. 3). 
Fig. 11 (right): A chart with the position of the feet in modern tango dance. 
 
The captions with images both of Type 1 and Type 2 guide the practitioners on how to transform their 
speech, body and mind into that of a Buddha, Bodhisattva or deity. The mantras in the captions specify 
the verbal action of recitation that transforms the speech of the practicing master. The captions further 
clarify that the masters need to visualise themselves as taking the form of the deities while reciting these 
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mantras, which aims at a mental change. A transformation of the body and mind is expected to take 
place through enacting the postures.  
 
4.3 Static postures and multiple steps 
Why have certain postures been depicted by means of full-body figures showing the positions in a - 
practically inconvenient - frontal perspective, while others were illustrated by means of single steps 
indicating the specific positioning of the feet and the temporal sequence of the movements? The nature 
of the performance may provide an answer. The images of Type 1 presumably illustrate static postures 
that had to be enacted one after another in order to create a movement around a site, as explained in the 
Kriyāsaṃgraha.124 The postures illustrated in the images of Type 2 suggest a dynamic performance, 
and may include more than one step in the enactment of one particular posture, as seen in fig. 10. The 
Kriyāsaṃgraha prescribes that the masters need to enact the four postures, mentioned in the headers 
with the footsteps, while walking around the site, visualising a vajra on their soles and reciting the 
accompanying mantras (Tanemura 2004, 30-31). The choice for either a depiction of a full-body figure 
or of footsteps thus may have been dictated by the nature of the postures, considered to be either static 
or dynamic.  
Another possible explanation for a choice for different types of images in the manuals may be 
related to the wish of the compiler to emphasise either the bodily or the mental aspect of the 
padasādhana performance. Whereas the footsteps of Type 2 only enable the physical enactment of the 
steps, the full-body figures of Type 1, through their iconography, facilitate the mental generation of the 
Buddha, Bodhisattva or deity, to which we now turn in Chapter 5.  
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
124 Bühnemann 2008, 159. It is unclear to what an extent these postures were connected to create the flow of a 
dance (pers. comm. with Peter Szántó, October 17, 2019). In his analysis of manuscript LA2, Raul Schiappa-
Pietra maintains that the illustrations are not meant to depict ‘dance’. He refers to the illustrations as ‘dance 
syllables’ that ‘may correlate with units of actual caryānṛtya dances’ (2012, 46). Raul Schiappa-Pietra could not 
trace evidence for the specifics of historical caryā dance, but suggests historical connections between these dances 
and the postures and gestures in the line drawings of the Los Angeles manuscripts LA1 and LA2 (2012, 47). 
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Chapter 5 
 
When iconography turns masters into deities 
 
 
The central form of meditation in the performance of a padasādhana is the visualisation of oneself as 
the deity that is enacted through the postures and gestures. The Kriyāsaṃgraha prescribes that the ritual 
masters need to take the ego (ahaṃkāra) of the Buddha, Bodhisattva or deity (Tanemura 2004, 30). 
Mahāyāna Buddhist rituals in general, whether they are esoteric or exoteric, display a close interaction 
between internal visualisations and external actions. On the one hand, internal visualisations may 
substitute external objects or activities, for example, when a material object is not available for the 
ritual. On the other hand, external objects can serve as supports for the development of the practitioner’s 
meditation (Szántó 2015, 655). Physical attributes, such as crowns, robes and ornaments, enable a 
temporary identification of the practitioner with a deity in a ritual setting.125 Newar Vajrācāryas 
typically wear particular clothing and ornaments to express this process of identification when acting 
as tantric priests. Similar attributes, especially the crown, adorn Buddhas, Bodhisattvas and deities in 
Nepalese art works, such as sculptures, paintings and illustrations in manuscripts.126 The full-body 
figures in the padasādhana manuals likewise display similar kinds of ornaments and attributes.  
In this chapter, we will first take a closer look at several clues in the iconography of the 
drawings of Type 1 that indicate their dual identity as Vajrācāryas and deities (Section 5.1). Newar 
artists applied similar visual tools in the rendering of ritual masters and celebrants in scroll-paintings 
(Nw. paubhā; Section 5.2). Also in earlier sculptures from Northeast India, a specific iconography was 
employed to visualise an alignment of a Buddhist practitioner with the Buddha Vajrasattva, as will be 
presented in Section 5.3. 
In Section 5.4, we will see how the different functions of Newar scroll-paintings and 
manuscripts influenced the physical outlook of the ritual masters. Finally, in Section 5.5, I will offer 
explanations for variations in the illustrations of the Vajrācāryas between different padasādhana 
manuals. These will be considered with regard to the function of the manuscripts as handbooks and the 
identities and intentions of their producers. 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
125 Juramie and Meahl-Blöndal 2005, 462-463; von Rospatt 2019, 171. 
126 The crowns in depictions of deities did not necessarily serve as a model for the headdress of the ritual masters. 
The use of specific types of crowns by Newar Vajrācāryas seems to have a scriptural basis (von Rospatt 2019, 
171; 176).  
 76 
5.1 Ritual attributes and divine elements in the iconography of the masters 
The full-body figures in the padasādhana manuals display a wide range of ornaments and attributes. 
Presumably some of these were physically handled during the ritual performance.127 The images also 
don divine elements, such as haloes and lotus supports, which suggest a mental, rather than an actual 
presence of such elements. We will first look at attributes in the iconography of the images that were 
probably present during the padasādhana ritual. Next, we will turn to ‘mental’ iconographic elements 
that signal an identification of the Vajrācārya with a Buddha or Bodhisattva or deity. The iconography, 
so I argue, explicitly visualises the result of the transformative ritual. 
 
5.1.1 The crown, vajra, and bell of the Vajrācārya 
Photographs of eminent contemporary Vajrācāryas involved in the transmission of caryā practices, such 
as Raj Bhaai Bajracharya (fig. 12) and Mangal Raj Bajracharya (fig. 13), show the masters handling a 
vajra and a bell, and sometimes other implements, such as a sword or a book. Although the ritual setting 
of these photographs is unclear,128 the characteristic combination of the crown with attributes and hand 
gestures recalls the depiction of the masters in the padasādhana sets. Yagya Man Pati Bajracharya 
confirmed that swords as depicted in manuscript CP1 from Copenhagen were indeed employed during 
the padasādhana performance at the Vajrayoginī shrine in Sankhu.129  
Further evidence for the use of a typical Vajrācārya crown during caryā performances appears 
in the documentary Bajrayani Charya by Padam Bajracharya (2018). For this movie, the setting of a 
secret shrine (Nw. āgaṃ cheṅ) of a Newar monastery (Nw. bāhāḥ) had been partly reconstructed to 
illustrate the use of caryā practices in a ritual context. The scenes show Padam Raj Bajracharya from 
Bū Bāhāḥ in Patan, dancing while wearing the five-lobed crown with vajra at the top, as described in 
Chapter 3 (fig. 14).130 The evidence provided from the documentary and my personal communication 
with Yagya Man Pati Bajracharya, confirms that ritual masters performed the postures and gestures of 
the padasādhana while wearing a crown and handling attributes, such as a vajra and a bell, as depicted 
in the manuscripts. The references to caryā songs in the manuals suggest that caryā practices were 
integrated into a padasādhana ritual. The specific relation between the performance of the postures and 
gestures and the singing of caryā songs, however, awaits further study. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
127 Pers. comm. with YMP Bajracharya June 5, 2019. 
128 The photographs featured in a documentary by Padam Bajracharya (2018), Bajrayani Charya, on the 
development of caryā practices in the Kathmandu valley. In the movie, these photographs introduce Vajrācāryas 
involved in the transmission of caryā.  
129 Pers. comm., June 5, 2019. 
130 Bajracharya 2018; Pers. comm. with Nani Hera Shakya, December 3, 2019 The crown resembles the frontal 
type of crown, in which the lobes with effigies of the five Buddhas are arranged at the front of the crown. Newars 
seem to use only this type in contemporary practices (von Rospatt 2019, 175).  
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Fig. 12: Raj Bhaai Bajracharya carries the traditional implements  
of a Vajrācārya: a crown, vajra and bell. 
	  
	  
Fig. 13: Mangal Raj Bajracharya wears a Vajrācārya crown,  
while carrying a sword and a manuscript. 
 78 
	  
Fig. 14: Padam Raj Bajracharya from Bū Bāhāḥ in Patan performs  
a caryā dance in a reconstructed ritual setting. 
 
Most full-body figures in manuscript CP1 from Copenhagen persistently display the combination of the 
crown surmounted by a vajra, a vajra and a bell.131 Certain figures carry additional attributes. 
Abhayākaragupta described most of these extra attributes in the Niṣpannayogāvālī for divinities of the 
Vajradhātumaṇḍala, but he did not describe the crown/vajra/bell set for all deities of the 
Vajradhātumaṇḍala in manuscript CP1.132 The Niṣpannayogāvālī prescribes such a combined set of 
three attributes for Vajrasattva (de Mallmann 1975, 419-420), who is the Buddha embodied by 
Vajrācāryas during rituals such as initiation rites, that include performances of dance.133 The 
illustrations thus seem to display a conflation of the iconography of practicing Vajrācāryas, 
recognisable by their typical attributes that also typify Vajrasattva, and specific deities of the 
Vajradhātumaṇḍala enacted by the masters.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
131 While all figures wear a crown, the vajra and bell are present with nearly all figures in manuscripts CP1, LA2, 
and YB. In only a few instances these are absent. In manuscripts LA1 and NA1, most of the standing figures carry 
a vajra and a bell, while the seated figures often lack these attributes. So far, I could not find a pattern in the 
addition and/or omission of a vajra and a bell. 
132 Since the iconographic study was limited to the selected images, more research on other figures, such as the 
ones in standing postures, is necessary to further check the application of this pattern. 
133 Gellner 1992, 273-275; Ratna Kaji Bajracharya describes Vajrācāryas as taking the form of ‘guru Vajrasattva’s 
“created body” (nirmāṇakāya)’ (1989, 5; quoted in Gellner 1992, 262). 
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Although Yagya Man Pati Bajracharya mentioned the use of attributes during a padasādhana, 
the physical presence of certain objects shown in the manuscripts, such as small, human-like figures 
(fig. 15), remains questionable. In addition to implements handled during the enactment, the draftsman 
may have added attributes to visualise the merging of the ritual master with a deity during the ritual. 
The divine status of the Vajrācārya was confirmed by the use of divine elements in the iconography, to 
which we turn in the next section. 
 
	  
Fig. 15: Detail of a figure handling a human body (?), 
 in manuscript LA1 (see fig. 2).  
 
5.1.2 Divine elements in the iconography of the masters 
The drawings in the padasādhana manuals do not depict ordinary human beings and there are visual 
clues to tell us so. The figures frequently have been given a halo around their head, and in some 
instances a mandorla around their body.134 In manuscript LA2 from the Los Angeles County Museum 
of Art, all figures in a standing posture are supported by lotuses (fig. 16), a divine element that is absent 
from images in these postures in the other manuals. Next to a halo and a lotus support, the body colour 
and gender of a figure also suggest his or her extraordinary nature.  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
134 While haloes around the heads are common in most manuscripts, only the seated cosmic Buddhas and Offering 
Goddesses in manuscript LA1 have been given a body halo (Bühnemann 2008, 186-188). 
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Fig. 16: A folio from manuscript LA2 (see fig. 5). 
 
The body colour of the figures 
In manuscript YB of Yagya Man Pati Bajracharya and manuscript NA1 from the National Archives in 
Kathmandu, the bodies of the figures have been given a colour. In most cases they display the colours 
of the five cosmic Buddhas: white (śveta; sita) for Vairocana; blue (nīla) for Akṣobhya; yellow (pīta) 
for Ratnasambhava; red (rakta) for Amitābha; and green (harita) for Amoghasiddhi. The rendering of 
the colours implies an affiliation of a particular figure with one of these Buddhas. The figures can also 
be dark-blue or black (kṛṣṇa) or gold (suvarṇa); at times two colours have been given to one and the 
same figure. When a figure was given more than one colour, the body was vertically divided into two 
halves, and each part coloured differently (fig. 17).  
 
	  
Fig. 17: Detail of a standing figure in manuscript NA1  
(see fig. 3). His body has been given two different colours. 
 
In manuscript NA1 the bodies have been painted in and the colours are occasionally mentioned in a 
separate label as well. In earlier manuscripts, however, the colours have been indicated in a separate 
caption, while the images themselves remained blank. The addition of body colours to the figures in the 
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most recent manuals NA1 and YB suggests an elaboration of the visual medium to enable the 
visualisation practice of the Vajracārya, as elaborated in Section 5.6.  
 
Male and female figures 
In manuscript CP1 from Copenhagen, figures that correspond to female deities have been given breasts 
to visually confirm their feminine gender. The figures of the Offering Goddesses offer a clear example 
(Table VI; figs. 70 to 78; Ill. 39 to 41). In most manuscripts, however, the female deities closely 
resemble males. The illustrator in CP1 carefully marked the breasts of the Offering Goddess Vajragītā, 
while the artist who prepared the drawings for manuscript LA1 made her look like all the other male 
figures (figs. 18 and 19). As it is unlikely that women participated in the performance of the postures 
and gestures of the padasāshana,135 the gender distinction may indicate a convention and/or support a 
correct visualisation by the masters of themselves as a goddess.  
	  
	  
	  
Fig. 18 (left): Detail of the Offering Goddess Vajragītā in manuscript CP1 (see fig. 73, Ill. 40).  
Fig. 19 (right): Detail of Vajragītā in manuscript LA1 (see fig. 2). 
 
5.1.3 Multiple arms: Physical movement or a divine quality?  
Most of the manuscripts include one figure with four right arms and only one left arm (fig. 20).136 Based 
on a reading of the Kriyāsaṃgraha text, Gudrun Bühnemann identified this figure, in manuscript LA1, 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
135 Pers. comm. with YMP Bajracharya, June 4, 2019; and Sarvagya Ratna Bajracharya, May 31, 2019. 
136 I did not encounter this image in manuscript NA1. Presumably the folio with this image was lost (the set is 
incomplete; Bühnemann 2008, 165-166).  
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as the Buddha Akṣobhya in the maṇḍalapada posture, showing the caturmukhādhiṣṭhānābhinaya, or 
‘the gesture of the position in the four directions.’137 
	  
	  
Fig. 20: A standing figure in the caturmukhādhiṣṭhānābhinaya,  
detail in manuscript LA1 (see fig. 2). 
	  
Birat Bajracharya suggests that the multiple arms indicate a physical action during the ritual, in which 
four hand gestures are shown one after another while maintaining the maṇḍalapada.138 The depicted 
mudrās correspond to the four hand gestures of the cosmic Buddhas Amoghasiddhi, Amitābha, 
Akṣobhya and Ratnasambhava. Each of these Buddhas presides over a cardinal direction. The four 
directions are also mentioned in the name of the gesture, as annotated in the caption with the mantra: 
‘the gesture of the position in the four directions’ (caturmukhādhiṣṭhānābhinaya).139  
Such an image suggesting a movement of the hands, through multiple arms, is unique in the 
sets. Even those illustrations that, according to the captions, show a bodily movement (ākṣepa), display 
two arms and two legs only. One more multi-armed figure in manuscript CP1 is the Bodhisattva 
Akṣayamati (Table VIII; fig. 108; Ill. 49). He is depicted with four arms. It is unclear what the meaning 
of the multiple arms may be in his case. Akṣayamati features with four arms in manuscripts CP1 and 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
137 Bühnemann 2008, 169; 181; fig. 23. This figure corresponds to fig. 37 (Ill. 21) in manuscript CP1.  
138 Pers. comm. March 24, 2019. 
139 A label in the frame with the legs of the figure reads: catvāri jñāneṣu sarva sattvani yojanāya. The exact 
meaning of this note is unclear (pers. comm. with Birat Bajracharya, November 12, 2019). 
 83 
LA2 only, while the other manuals show him with two arms. The four-armed Akṣayamati may be a 
particular iconographic transmission specific to the sets in manuscripts CP1 and LA2.  
Despite the uncertainty about the meaning of these rare depictions of multiple arms, the 
frequent addition of a halo, a lotus support, a specific body colour and a particular gender to the figures 
in the manuscripts strongly suggests their divine nature. The drawings thus combine iconographic 
elements of the outward appearance of ritual masters and of Buddhist deities, Buddhas and Bodhisattvas 
to enable a visualisation by the Vajrācārya of embodying the deity.  
 
5.2 Parallel iconographies in scroll-paintings: Turning a human into a deity during rituals 
The padasādhana manuscripts are not the only medium in which a transformation of the ritual 
practitioner has been depicted. The Newars appear to also have applied the motif when illustrating ritual 
masters and celebrants in the lower registers of scroll-paintings. The iconographic clues show the 
extraordinary status of human effigies in a ritual setting.  
 
5.2.1 The ritual master of the fire sacrifice 
When painted in a paubhā, the scene of a fire sacrifice commonly appears beneath the central image of 
a particular deity and his or her retinue, to illustrate a consecration ritual attended by the donors of the 
paubhā. A Vajrācārya is shown in the act of pouring oblations into a sacred fire (Tisseghem 2017, 28-
46). Kerry Lucinda Brown convincingly identified sych figures performing and attending a homa ritual 
as Vajrācāryas. They are found in the lower scene of a paubhā illustrating the maṇḍala of 
Cakrasaṃvara, dated 1490 CE.140 She did so by means of a study of their distinctive headdresses. She 
compared these with the hats that are still in use among the Ten Elders of Highest Esteem (Daśa 
Sthavira Āju) of Kvā Bāhāḥ in Patan (Brown 2017, 272-273). 
When performing the fire sacrifice, the Vajrācāryas may appear with a halo around their head, 
or with a halo and a mandorla. The ritual master officiating in a Candra-maṇḍala paubhā, dated 1525 
CE, in the collection of the Rijksmuseum of Amsterdam offers a fitting example (fig. 21).141  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
140 Acc. no. LACMA M.73.2.1. The painting measures 116,8 x 88 cm and was rendered in water colours on 
cotton cloth (Pal 1985, 215; Plate 19). 
141 Acc. no. AK-MAK-325. The painting was made with water colours on cotton cloth, and measures 
74 x 59 cm (Pal 1967, 5-9; 26-27; 33-34; Plate 1). 
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Fig. 21: A Vajrācārya performing homa, detail in the lower register  
of a Candra-maṇḍala paubhā, 1525 CE, Nepal, 74 x 59 cm, 
Rijksmuseum Amsterdam (AK-MAK-325).  
	  
The addition of a halo is an uncommon phenomenon, as many Vajrācāryas in homa scenes of paubhās 
do not have a halo.142 But when added, the halo appears to visually emphasise the divine state of the 
Vajrācārya as the embodiment of Vajrasattva during the performance of the fire sacrifice.143 
 
5.2.2 The divine celebrant of the bhīmarathārohaṇa ritual 
Divine elements do not only occur in the iconography of Vajrācāryas performing a homa. A Sūrya-
maṇḍala paubhā, dated 1379 CE,144 displays a human figure in the centre of the lower register.  He sits 
on a white, double lotus and has been given a red halo around his head and a body mandorla (fig. 22). 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
142 The studied paubhās date between the 14th and 18th century CE (Tisseghem 2017, 8; 27-46).  
143 Tisseghem 2017, 65. Haloes were also added to miniatures of Buddhist monks in the act of performing a ritual, 
as can be seen in a Pañcarakṣā manuscript, dated 1041 CE, currently preserved in the Cambridge University 
Library (Add. 1688; Kim 2013; fig. 6-3). https://cudl.lib.cam.ac.uk/view/MS-ADD-01688/1. 
144 The paubhā measures 92 x 53.3 cm and was made with water colours on cotton cloth (Leidy and 
Thurman 1997, 74-75; Plate 14). 
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He holds two lotus flowers in his hands and shows the gesture of veneration (añjali mudrā). These 
iconographic features recall those of the Sun-god Sūrya in the centre of the paubhā.145  
	  
	  
Fig. 22: Bhisnudeśvara, detail in a Sūrya-maṇḍala paubhā, 1379 CE,  
Nepal, 92 x 53.3 cm, The Zimmerman collection, MET (2012.462). 
	  
The inscription in the paubhā mentions that it functioned as an icon for the observance of an old-age 
ritual, called Bhīmarathārohaṇa (Nw. jyā jaṃko), for a person named Bhisnudeśvara.146 The figure in 
the lower register is probably the celebrant of the ritual. The painter appears to have visualised the 
symbolic deification of Bhisnudeśvara during the ritual by gving him iconographic features of Sūrya.147 
The use of iconography to depict such an apotheosis of a ritual practitioner was also not uncommon in 
Buddhist sculptures from early Medieval Northeast India.  
 
5.3 Depicting a Vajrācārya in Buddhist art: Embodiments of Vajrasattva   
The iconography of the ritual practitioners as illustrated in manuscripts and paubhās displays several 
layers of identities. As argued above for the images in the padasādhana sets, these are Vajrācāryas, 
recognisable by their characteristic attributes of a distinctive crown, a vajra and a bell. The ritual 
masters are not illustrated as ordinary human beings though, as they stand on lotuses, and have haloes 
around their heads and bodies. Their dress, a dhotī with an upper garment, and ornaments recalls the 
attire of Buddhas, Bodhisattvas and deities in Nepalese art works. At times, they also handle divine 
attributes. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
145 von Rospatt 2014, 114; Tisseghem 2017, 70. 
146 Pal 1978, 76. Pal’s reading of the inscription – exceptionally written at the back of the paubhā – cannot be 
verified as it has been partially concealed in the conservation of the painting (von Rospatt 2014, 114; fn. 14). 
https://www.metmuseum.org/toah/works-of-art/2012.462/. 
147 Von Rospatt 2014, 114; Tisseghem 2017, 70. 
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A crown with figures of the cosmic Buddhas, a vajra and a bell are the typical implements of 
Vajrasattva. In his study of illustrations of Vajrasattva in a painting from Dunhuang and a sculpture 
from Sanchi (India),148 Rob Linrothe notes (2014, 10):  
What that image (of Vajrasattva) personifies is exceedingly varied, but among the 
spectrum of meanings, there is a nearly perfect alignment of deity, teacher and 
initiated aspirant. This isomorphism, which in written contexts can lead to 
ambiguity, is creatively exploited by artists in order to express the essential identity 
between the means and the ends of Esoteric Buddhist practice. 
The images of Vajrasattva examined by Linrothe all have the same form, but their natures are different. 
Linrothe identifies five ‘clusters of meaning’ in descriptions of Vajrasattva in Indian Buddhist Tantras 
ranging from the 7th to the 14th century CE. Vajrasattva occurs as a Bodhisattva, a Buddha, a state of 
being (enlightenment itself), the ultimate teacher, and the successful initiate. The latter meaning is 
related to the tantric techniques of the generation and visualisation of, and eventual identification with, 
the Buddha (Linrothe 2014, 13-18). These identity layers of Vajrasattva were visually translated by 
artists, for example, in the pedestals of sculptures from Northeast India, dated to the Pāla period (8th to 
12th century CE). Claudine Bautze-Picron notes that often one figure in such a register does not display 
the conventional iconography of a kneeling, human devotee, but instead shows the iconography of 
Vajrasattva. He is seated cross-legged and frontally, with a vajra in his right hand in front of his chest 
and a bell in his left hand, resting on his left thigh. He is adorned with various ornaments and wears a 
pointed cap (fig. 23; Bautze-Picron 1995, 61-62). These figures appear to depict the ideal teacher or 
practitioner, who is ultimately one with Vajrasattva.149 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
148 The tempera painting on silk from Dunhuang is dated to the late 9th to 10th century CE and is currently preserved 
in the Musée Guimet in Paris (acc. no. EO 1167). The sandstone sculpture of Vajrasattva from Sanchi is dated to 
ca. 10th century CE and is part of the collection of the Archaeological Museum of Sanchi (Linrothe 2014, 6-8). 
149 Bautze-Picron 1995, 61-62; Linrothe 2014, 31. For more details on other figures and motifs in the pedestals of 
Pāla sculptures, see Bautze-Picron 1995.  
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Fig. 23: Reconstruction by Gerald Kozicz of the figure of Vajrasattva, flanked by a manuscript  
on a pedestal and a kneeling devotee, in the pedestal of a Mañjuvajra stele, 11th century CE,  
West Bengal or Bangladesh, MET (57.51.6). 
 
A similar process appears to be at work in the images of the padasādhana sets. We see a conflation of 
the practitioner, the path and the result of the path, in this case the performance of the posture by the 
Vajrācārya and the resultant merging with the deity, Buddha or Bodhisattva.150 
 
5.4 Ideals and realities in depicted rituals 
The depictions of ritual practitioners in the paubhās and padasādhana manuals serve different purposes. 
While the lower register in a paubhā primarily commemorates a ritual event (Tisseghem 2017, 68-69), 
the illustrations in the manuals provide the practitioners with guidelines on the performance of a ritual.  
Whether the paubhās and manuscripts offer a rendering ‘of’ the ritual or serve as a model ‘for’ 
the ritual is debatable (Szántó 2015, 660). The images in the paubhās generally tend towards a more 
realistic representation of a ritual event and the people involved in it. The Newar painters at times 
carefully illustrated individual features of certain people, such as kings present in these scenes.151 The 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
150 Linrothe 2014, 33. Most of the deities embodied by the Vajrācāryas during a padasādhana, ultimately 
emanated from Vajrasattva as supreme teacher. The identity of Vajrasattva as the supreme teacher of the 
Vajradhātumaṇḍala and its rituals is hinted at in Butön’s commentary on the Sarvatathāgatatattvasaṃgraha 
(Weinberger 2003, 62-63). Gudrun Bühnemann further notes that most of the deities in the padasādhana manuals, 
not only the seated ones analysed in Chapter 3, belong to the Vajradhātumaṇḍala (2008, 159). 
151 Tisseghem 2017, 69. Portraits with individual characteristics of eminent Newar men and women were also 
painted in a large size, in two unique paubhās, dated to 1470 CE and 1666 CE, both preserved in a private 
collection (Vajracharya 2004, 14-15; Vergati 1999, 37-38). 
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dress of the ritual masters also shows varieties, apparently following the fashion of their time of 
production.152 
The illustrations of Vajrācāryas in the padasādhana manuscripts reveal a higher degree of 
idealisation. The attire of the ritual masters, for example, has mostly been rendered in the same way 
and does not resemble the clothes worn by the Vajrācāryas in contemporary paubhās. In fact, it rather 
recalls the attire of the deity in the centre of the painted scroll. An exception to the common clothing of 
the ritual masters as depicted in the manuals is presented by the figures of the five cosmic Buddhas in 
manuscript NA1 from the National Archives in Kathmandu. They show the traditional dress and 
hairstyle of a Buddha (Section 3.2; fig. 8). If a dhotī was indeed the attire in which the padasādhana 
was performed, did the ritual masters change their clothing when enacting the five Buddhas?153 It seems 
more likely that the drawings in manuscript NA1 show the Buddhas in their visualised form.  
Variations in the iconography of the ritual masters in different padasādhana sets manifest 
themselves particularly in the presence or absence of attributes and divine elements such as haloes and 
lotus supports. These fluctuations do raise some questions: Was it acceptable that the same artistic 
conventions were applied in Newar scroll-paintings and manuscripts alike? Do the divine elements in 
the iconography of the masters have a deliberate function for the manuscript as a guidebook? And does 
the absence of certain attributes in a particular manual indicate a different transmission of the ritual or 
does it result from the application of different artistic conventions? 
 
5.5 Artistic conventions and functional iconography: The producers and their concerns 
The figures assume specific postures and gestures, and wear the fixed attribute of a crown, which is 
only absent in the case of the cosmic Buddhas in manuscript NA1. Other iconographic elements, such 
as lotus supports, were frequently left out, cursorily indicated or left unfinished. Some manuscripts 
show haloes and body colours for every figure, while in others these details are absent for most images. 
Even the set that is considered to contain all of its images with the accompanying captions and labels 
completed, in manuscript LA1 from Los Angeles (Bühnemann 2008, 153), often omits haloes, lotuses 
and attributes. This manuscript also frequently lacks the objects that are present with the same figures 
in other manuals, while maintaining an identical hand gesture. Manuscript LA1 also makes no visual 
gender distinction. How can we explain such variations in the elaboration of the iconography of the 
figures? Is it related to their manufacture? 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
152 Pal 1967, 16; Brown 2017, 272-273; Tisseghem 2017, 35.  
153 According to Yagya Man Pati Bajracharya, the attire of the practitioners during the padasādhana in Sankhu 
was different from the dress depicted in the manuals (pers. comm. June 5, 2019).	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Variations in the addition or omission of certain iconographic features in different manuscripts 
suggest that different people were involved in the production. Several scenarios for the manufacture of 
the manuals are imaginable. First, the illustrations could have been prepared by someone who was 
skilled in drawing, while the texts were to be added later by a copyist, most likely a Vajrācārya. Such a 
division of tasks in the rendering of texts and images is hinted at in manuscripts CP1 and LA2. These 
include drawings without captions, which suggests that the manuals were unfinished. A reverse 
situation appears in manuscript CP2 from the Royal Library in Copenhagen: while the captions seem 
to be completed, most of the prepared frames lack images (fig. 24).  
	  
	  
Fig. 24: Two folios from manuscript CP2, 18th to 19th century CE (?), Nepal,  
21.1 x 9.2 cm, the Royal Library Copenhagen (Nepal 120). 
	  
Traditional Newar painters (Skt. Citrakārs; Nw. Puṃ) may have been involved in the illustration of 
manuscripts. They have been renowned for producing depictions of Hindu and Buddhist deities in 
religious paintings, such as paubhās, and for their service to Vajrācāryas to paint ritual instruments, 
such as water vessels.154 In his description of the profession of the Citrakārs, Gérard Toffin, strangely 
enough, did not explicitly mention manuscript illumination (1995, 240-263). They did prepare paintings 
on paper and in model books for their personal use and were often assisted by Vajrācāryas to receive 
instructions on the correct iconographies of deities and religious symbols.155 A few decennia ago 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
154 Blom 1989, 4-5; von Rospatt 2010, 219. 
155 Toffin 1995, 240; Blom 1989, 5. 
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already, David Gellner noted that religious painting was no longer reserved for Citrakārs, but that 
anyone could in fact engage in this practice (1995, 224). Nowadays in the Kathmandu valley, 
Vajrācāryas themselves are active in the painting of paubhās and ritual implements.156 Most of the 
manuscripts date back to a period in which the division of a profession according to caste was probably 
maintained more strictly in the Kathmandu valley. It is thus imagineable that some manuscripts, such 
as CP1 and LA2, were illustrated by Citrakārs, while the texts were copied by Vajrācāryas. 
As both Vajrācāryas and Citrakārs were likely then involved in the production of manuscripts 
and paubhās, either as the actual artists or to instruct on the correct iconographies, a shared symbolic 
apparatus may have been applied to both visual media. Hence, certain elements in the iconography of 
the figures may not have had a direct link with ritual performance. Haloes, lotuses and gender distinction 
may have been applied to the figures because the artist was in the habit of depicting these in related art 
works. It is indeed the presence of these divine aspects in the iconography that fluctuates most, while 
the postures, hand gestures and crowns are fixed elements. The steady presence of the latter features 
suggests that the draftsmen, or the people who commissioned the manuals, considered these elements 
to be essential.  
The case of manual YB of Yagya Man Pati Bajracharya suggests a second scenario of 
production. The Vajrācārya scribe, Nandinānanda Bajracharya, probably copied the illustrations along 
with the texts.157  
Both in manuscripts CP1 (e.g. fig. 18) and LA2, the drawings have been rendered with great 
care and precision. Their delicate production is noteworthy when compared to the images in manual 
LA1 (e.g. fig. 19).  In the latter set, the illustrations look like crude sketches rather than refined 
drawings. This suggests a third scenario: The illustrator of manuscript LA1, probably a Vajrācārya, was 
indifferent about creating fine-looking images and focussed on creating a practical tool for the ritual 
performance.  
 
5.6 Clues for visualisation and variant ritual transmissions 
Labelling all the divine elements as the result of ‘iconographic convention’ could make us miss an 
explicit function of the images. The addition or omission of attributes and body colours may have 
directly facilitated the performance of the ritual. Illustrated swords, vajras and bells seem to have served 
as visual reminders for the physical handling of these implements. The application of colours to the 
bodies of the figures in certain sets may have visually triggered the Vajrācārya to visualise himself as 
assuming the body of a deity with that specific colour. The coloured images thus would provide a more 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
156 Sarvagya Ratna Bajracharya from Kathmandu is a well-known practicing priest and painter.  
157 Pers. comm. with YMP Bajracharya, October 14, 2019. 
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immediate instruction on a visualisation than a textual label. We also noted that some figures carry 
objects, such as a human body, that were likely not physically present during a ceremony (Section 5.1.1; 
fig. 15). Like the body colours, such attributes may have triggered the Vajrācāryas’ visualisation. 
Besides the padasādhana manuscripts, there are other ritual manuals in which visualised 
elements were depicted in a similar manner. In his study of the imagery in manuscripts exposing the 
Vajradhātumaṇḍala ritual, Eric Huntington traced a similar process in the depiction of mudrās. The 
hand gestures have been illustrated frontally, at times in the colours of the deities that are enacted 
through the gestures. He also noted the addition of snakes to the images in some manuscripts and 
pointed out that it is unlikely that these were actually present during the performance. The fact that only 
the hand gesture was illustrated and not the body of the deity, Huntington continues, suggests that in 
these manuals the physical enactment was emphasised over the visualisation practice (2017, 196-198). 
Following his line of reasoning, a depiction of full-body figures in the padasādhana manuscripts may 
then have supported both the enactment of a posture, and the visualisation of the deity.  
The variations in the iconographies of the full-body images in the padasādhana manuscripts 
suggest a fusion of artistic conventions with the wish to add functional reminders for the ritual. Yet 
another cause for variations may be an alternative transmission of the ritual. The ceremony may have 
been transmitted differently in the major cities of the Kathmandu valley, such as Kathmandu and Patan. 
Hence differences in padasādhana performances stemming from specific transmissions in individual 
cities or monasteries, may also be reflected in the manuscripts.158 
 
 
 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
158 In his description of Newar Buddhist consecration rituals, Alexander von Rospatt indicates variations in the 
practice between Kathmandu, Patan and Bhaktapur and he even encountered differences in the rituals of individual 
Buddhist monasteries in one city. The ritual manuals reflect these variations, even though they are all based on 
the Kriyāsaṃgraha (von Rospatt 2010, 209). 
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Chapter 6 
 
The manuscripts as guidebooks on the ritual  
Parallels with the padasādhana in Sankhu 
 
 
The analysis in Chapter 5 focused on one type of images in the manuscripts and the meaning and 
function of their iconography for the manual as a ritual guidebook. The manuscripts are also employed 
as objects in padasādhana performances. The place of the images in the actual ritual is the subject of 
this chapter.  
Padasādhana rituals traditionally function within the context of larger ceremonies with a 
variety of sub-rituals. A padasādhana as recorded in the manuscripts appears to serve two goals. First, 
the performance of the postures and gestures aims at removing obstacles from a site (parikramavidhi), 
as outlined in the Kriyāsaṃgraha text. Second, a padasādhana as part of the ahorātrapūjā serves to 
consecrate a receptacle for a deity, Buddha or Bodhisattva, such as a statue. The specifics of the latter 
ritual are more obscure, but its performance has been recorded in historical documents on the re-
consecration rituals of the Svayambhūcaitya in Kathmandu.159 The Newars have performed a 
padasādhana for the second purpose of consecration until very recently. From April 11 to 15, 2013, an 
ahorātrapūjā took place in the town of Sankhu, just outside of the Kathmandu valley, at the temple 
complex of Vajrayoginī. The rituals were performed for the consecration of Mhāsukhvāḥ Māju, the 
statue of the yellow-faced, Vajrayoginī used in processions.160 The parikramavidhi ceased to be 
practiced at an undetermined point in history. 
The scope of the present thesis, with its focus on the manuals, did not allow for a thorough 
investigation of the ritual itself, but the Sankhu ahorātrapūjā does offer us clues to further interpret the 
role of these handbooks. The Sankhu ceremony helps us to interpret the positioning of the Vajrācāryas 
during the ritual. Labels with the images in the manuscripts record a position of the masters in a 
maṇḍala. The ahorātrapūjā at the Vajrayoginī Temple also helps to understand the ways in which a 
division of roles between different Vajrācāryas may be reflected in the layout of the image frames. The 
use of the books during the performance may shed more light on the purpose of their layout. Of course, 
we need to take into account that the observation of a padasādhana is restricted. There is also the issue 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
159 Shakya 2004; von Rospatt 2018.  
160 Pers. comm. with YMP Bajracharya, May 22 and November 22, 2019. For a detailed description of 
Mhāsukhvāḥ Māju and her shrine in Sankhu, see Shrestha 2012, 399-408. 
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of anachronism – inherent in applying present-day anthropological findings on ancient manuscripts - 
and rituals may have changed in the course of time.  
 
6.1 The limitations of anthropological fieldwork on padasādhana rituals 
It is unclear how common the Newars performed an padasādhana was in the past. According to Yagya 
Man Pati Bajracharya from Kathmandu, the praxis has been rare during the past decennia. Six years 
ago, he supervised a padasādhana in the context of an ahorātrapūjā at the Vajrayoginī shrine in 
Sankhu.161 
Even if a padasādhana had been scheduled during my stay in Kathmandu from January to June 
2019, most likely, I would not have been able to observe it first hand, as due to its esoteric nature, only 
initiated Vajrācāryas are allowed to attend the ritual.162 In April 2013, Vajrācāryas performed the 
padasādhana and accompanying rituals in a hut (fig. 25) that had been specially constructed for the 
ahorātrapūjā at the Vajrayoginī Temple.163 During the night, when the padasādhana was performed, 
the sides of the hut were closed off with blue covers. Hence, information on the performance in Sankhu 
derives from interviews with Yagya Man Pati Bajracharya and Sarvagya Ratna Bajracharya. As my 
research focused on the iconography and purpose of the manuals’ images, and their complementarity 
with the labels in the manuscripts, many aspects of the ritual performance in Sankhu remain unexplored.  
	   	  
	  
Fig. 25: Yagya Man Pati Bajracharya in front of the hut constructed  
for the ahorātrapūjā at the Vajrayoginī Temple in Sankhu. 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
161 Pers. comm. May 22, 2019.  
162 Pers. comm. with YMP Bajracharya, June 5, 2019. 
163 The hut was made of bamboo with a straw roof (pers. comm. with YMP Bajracharya, May 22 and June 5, 2019). 
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6.2 Changes in the padasādhana: A shift from empowerment to consecration rituals? 
Research on the performance of the padasādhana ritual by Newars has just begun, either through texts 
or through anthropological studies. That is why it is as yet unclear which features of the ritual are 
essential. In which ways may the recent performances deviate from historical procedures as transmitted 
in the Kriyāsaṃgraha text? Most of the manuscripts under study, including manual CP1 from 
Copenhagen, predate the performance in Sankhu by several centuries. Innovations and adaptions are 
common in the transmission of rituals, and these are generally reflected in contemporary manuals 
(von Rospatt 2015, 823-824). We discussed variations in the iconography of the images in the individual 
padasādhana manuscripts (Section 5.5). Such diversity may be related to the time period of their 
manufacture and the people involved in this, or to ritual transmissions specific to a particular city or 
even a particular monastery in the Kathmandu valley. Different manuscripts may therefore display 
variant procedures of the padasādhana. 
The arrangement and iconography of the images in the padasādhana manuscripts suggests that 
two ritual contexts underlie the manuals (Section 2.1). Three manuals display instructions as given in 
the parikramavidhi of the Kriyāsaṃgraha (Section 2.4). Two historical manuscripts, CP1 from 
Copenhagen, and LA2 from the Los Angeles County Museum of Art, seem to have been produced for 
a closely related ritual, probably the ahorātrapūjā (Sections 2.5.1 and 2.5.2). The exact differences 
between the enactments of the padasādhana in these two rituals are still unclear and require further 
investigations of the figures in standing postures and the textual fragments in the manuscripts. As far 
as I am aware, Newar Vajrācāryas have continued to perform only the padasādhana of the ahorātrapūjā 
until the present, with the performance in Sankhu as the most recent instance. 
A padasādhana in the context of an ahorātrapūjā was also recorded in historical accounts of 
multiple re-consecration rituals carried out at the Svayambhūcaitya in Kathmandu, dated to the Late 
Malla period (1482-1769). Inscriptions and written notes in manuscripts (ghaṭanāvālī) generally 
commemorate the sponsoring of certain parts of the caitya and at times offer details on the ritual 
performances.164 The consecration ceremony sponsored by King Śiva Siṃha Malla in N.S. 715 
(1595 CE), included a padasādhana after the ‘ten rites’ (daśa karma; Shakya 2004, 146-147). These 
correspond to the brahmanical life-cycle rituals (saṃskāra) and are prescribed in the Kriyāsaṃgraha as 
part of the consecration rituals of images (pratiṣṭhā).165 In his study of this text, Ryugen Tanemura notes 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
164 Shakya 2004, 146-147; 276-277; 274; 313-319; von Rospatt 2018, 163-191. 
165 Ryugen Tanemura made a detailed study and annotated translation of this section from the sixth chapter of the 
text (2004). The term pratiṣṭhā as used in the Kriyāsaṃgraha, refers to the deity’s abiding in the image and to 
‘the ritual performance of an officiant by means of which the deity is made to reside permanently.’ This meaning 
is derived from the Yogaratnamālā (2004, 45-47). In a contemporary Newar Buddhist context, the term pratiṣṭhā 
can refer to both the entire consecration ceremony or a specific part of the ceremony, namely the rite of fixation 
(von Rospatt 2010, 205). 
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that during the consecration, after the ten rites, the deity in its receptacle, such as a statue, receives 
empowerment rituals (abhiṣeka), that include the use of a maṇḍala. This means that, after the final life-
cycle rite of the wedding (pāṇigrahaṇa), the image enters a maṇḍala (maṇḍalapraveśa). The ritual 
master then requests the central Buddha, Bodhisattva or deity of the maṇḍala to empower the image 
(Tanemura 2004, 70). The deity in its receptacle is identified as the central deity (nāyaka) of the 
maṇḍala. In the Kriyāsaṃgraha the receptacle was consecrated as the central deity of the 
Vajradhātumaṇḍala.166  
A padasādhana was not included with pratiṣṭhā rituals as recorded in the Kriyāsaṃgraha. 
Instead, it was meant to purify the ground before the establishment of a maṇḍala for the empowerment 
of disciples. As the account of the re-consecration of the Svayambhūcaitya indicates, a padasādhana 
somehow became inserted into Newar consecration rituals, for which the Kriyāsaṃgraha has been an 
authoritative source (von Rospatt 2010, 198). This supports Peter Szántó’s suggestion that in the course 
of time, the consecration rituals of Buddhist Newars mirror the maṇḍala empowerment rituals as 
described in ancient manuals such as the Vajrāvālī and the Kriyāsaṃgraha.167 The specifics of this shift 
await further analysis.  
In spite of changes in the ritual, recent performances do help to understand how the illustrated 
padasādhana manuscripts functioned in relation to performances. The Buddhist Newars preserved 
practices that show close parallels with rituals as performed in the monastic complexes of Medieval 
India.168 A bathing ritual of a Buddha image and the worship of caityas in the account of the Chinese 
traveller Yijing (late 7th century CE) shows striking parallels with modern, daily rituals of the Buddhist 
Newars in their monasteries (Sharkey 2001, 263-265). The postures and gestures of the padasādhana 
are also traceable in Indian Buddhist manuals that date back as early as the 8th century CE.169 An analysis 
of Indian precedents, aimed to better understand the Newar versions, needs to take into account the 
particular politico-social context of the Kathmandu valley. Tantric practices were institutionalised in 
the Newar monasteries and the role of Vajrācārya priest became a hereditary position. Although this 
institutionalisation of the tantric rituals probably ensured their preservation and continuation to the 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
166 Tanemura 2004, 51-64; 78-95. 
167 Pers. comm. October 17, 2019. For a discussion of the influence of initiation manuals, such as the Vajrāvālī, 
in the pratiṣṭhā section of the Kriyāsaṃgraha, see Tanemura 2004, 43-97. 
168 Sylvain Lévi first indicated the significance of the parallels between Buddhist practices of Medieval India and 
the Kathmandu valley in the study of the history of Buddhism in South Asia. He is well-known for his statement 
that ‘Nepal is India in the making’ and that one could study the development of later forms of Buddhism as 
prevalent in Medieval India, and its relationship with the dominant Hindu environment, by looking at the 
contemporary situation of the Newars (1905 I, 18; quoted in Gellner 1992, 2). Although not entirely 
uncontroversial, Lévi’s remark paved the way for excellent monographs on the contemporary Buddhist practices 
of the Newars, such as John Locke’s Karunamaya (1980) and David Gellner’s Monk, Householder and Tantric 
Priest (1992).  
169 For a discussion of the textual lineage of lists of postures and gestures, see Appendix 1. 
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present day, the rituals were also likely adapted to serve in a social environment that was predominantly 
Hindu.170  
 
6.3 Labels with spatial directions: The position of the masters in a maṇḍala 
Lables with a spatial direction often accompany the full-body figures in the padasādhana manuals, 
giving either the name of a cardinal direction, such as ‘East’ (‘pūrva’), or a relative position, such as 
‘in the middle’ (‘madhye’). In manual LA1 from Los Angeles such labels come with the images in 
standing postures, while they are absent for the seated and squatting figures (Bühnemann 2008, 168-
176).  
The position of the ritual masters in a padasādhana performance has been recorded in the 
Kriyāsaṃgraha. As manuscript LA1 follows the instructions of the Kriyāsaṃgraha, we may turn to 
this text for a better understanding of these labels. The text prescribes that, before starting the 
performance of the postures, the officiating master should recite verses to request the Buddhas to draw 
a maṇḍala. After that, he should visualise the ‘circle of the maṇḍala’ and bring this ‘into a halt in the 
sky, worship all the Buddhas and walk around the site starting with the north-east corner’ 
(Tanemura 2004, 30). Later in the ritual, the principal master enacts the first seven postures and gestures 
‘in each of the seven directions of the site’: East, South, West, North, middle, below and above.171 After 
completing all standing postures and bodily movements (ākṣepa), the principal master should perform 
the seated and squatting postures in the middle of the site (Tanemura 2004, 34). This explains the 
absence of labels with directions for these postures in manual LA1.  
Judging from the Kriyāsaṃgraha, the labels with spatial directions indicate the position of a 
master in the imagined outline of a maṇḍala projected on the ground on which, later in the ritual, an 
actual maṇḍala will be constructed. This maṇḍala is then used during the ritual empowerment of 
disciples.172 Whether a similar procedure was followed in the padasādhana of the ahorātrapūjā is 
unclear and requires further analysis. Two manuscripts linked to this ritual, CP1 and manual YB of 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
170 For more details on this process of institutionalisation and the resultant situation in contemporary Newar 
monasteries, see e.g. Locke 1980, 9-13; Gellner 1992, 108-114; 258; Sharkey 2001, 22-27. 
171 Tanemura 2004, 30-31. It is unclear where ‘below’ and ‘above’ are in a two-dimensional site. Ryugen 
Tanemura draws a parallel with the ritual to remove obstacles prescribed in the Vajrāvālī. The ritual is performed 
by driving ten spikes in the ground that represent ten wrathful deities in the ten directions of the maṇḍala. The 
exteriors of the spikes in the East and West symbolise above and below in this ritual. A similar orientation may 
have been applied in the Kriyāsaṃgraha. The masters may have performed the postures of ‘above’ and ‘below’ 
in the eastern and western directions of the ritual site (2004, 31; ftn. 70).  
172 The sixth chapter of the Kriyāsaṃgraha offers further details on the physical construction of this maṇḍala and 
the subsequent empowerment ritual following the padasādhana (Tanemura 2004, 34-37).  
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Yagya Man Pati Bajracharya, do include labels with spatial directions, suggesting a connection with 
the orientation procedure as transmitted in the Kriyāsaṃgraha.173  
The recent performance of the padasādhana in Sankhu indicates a considerable shift in the 
procedure though. A maṇḍala had been established prior to the padasādhana on a platform made of 
bricks. This platform, measuring 8 to 10 cm in height and about 1.5 m in diameter, was raised inside 
the hut (fig. 25). The maṇḍala, referred to by Sarvagya Ratna Bajracharya as the dharmadhātu maṇḍala, 
was drawn on the surface of the platform with a yellowish powder derived from rock (Nw. pvatāy cuṅ). 
This maṇḍala was employed as an implement during rituals preceding the padasādhana, such as the 
Kumārī Pūjā.174 Upon completing these rituals, the maṇḍala had been erased, but, as Sarvagya Ratna 
Bajracharya remarked, the platform remained infused with the maṇḍala because the rituals had been 
performed correctly. This platform then served as a ‘stage’ during the padasādhana, on which the 
Vajrācāryas ‘danced’ one by one (Nw. chamha chamha).175 This description of the ritual then deviates 
from the procedure in the Kriyāsaṃgraha. In the text, the masters take the postures on the visualised 
outline of a maṇḍala before its actual establishment, while in Sankhu, the postures were performed after 
a material maṇḍala had been installed. 
 
6.4 The layout of the manuscripts: Enacting the deities step by step 
In the manuals the images have been arranged in groups via interlocked frames with captions. It 
suggests the performing practice of a gradual generation of the deities by the ritual masters and may fit 
a deliberate, temporal sequencing of the ritual actions. A similar organisation of illustrations with labels 
in serial frames was maintained in the Vajradhātu manuals analysed by Eric Huntington. In order to 
explain the probable purpose of this layout, Huntington drew a parallel with a modern GPS system:  
It is more helpful to be given directions in sequence at the moment they are needed 
than to be shown the overall map of the completed route. This example shows 
something not only about the complementarity of text and image in communicating 
visual information, but how the manuscripts themselves are used from moment to 
moment to guide the ritual performance (2017, 199). 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
173 The figures in manuscript LA2 follow the same iconography as the figures in CP1, but all of these lack any 
type of captions.  
174 During the Kumārī Pūjā, the platform served as a seat for the Kumārī. Photographs of the ritual show that the 
platform was coloured with orange powder, with the outline of a white triangle, with three petal-shaped extensions 
at the sides, in the centre (pers. comm. with YMP Bajracharya, June 5, 2019).  
175 Pers. comm. with Sarvagya Ratna Bajracharya, May 31, 2019.  
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Although each of the hand gestures of the figures in the Vajradhātu manuals is part of one or more 
maṇḍalas, illustrations of complete maṇḍalas are absent from the manuscripts. A depiction of a full 
maṇḍala would not be efficient, so Huntington argues. During long and complex rituals, it is more 
helpful to receive instructions from moment to moment. The serial arrangement of the figures enables 
a gradual unfolding of the maṇḍala during the ritual. This system then seems to have determined the 
layout of the padasādhana manuscripts as well. The arrangement of the frames suggests that the 
different Vajrācāryas performed their series of postures as captured in the frames one after the other.  
It remains unclear from the illustrated manuals whether the Vajrācāryas are supposed to 
perform the postures in a continuous movement, like in a dance, or one by one, with a little break in 
between each posture to move to another direction on the site.176 Throughout the interviews, both Yagya 
Man Pati Bajracharya and Sarvagya Ratna Bajracharya referred to the modern practice of the 
padasādhana as ‘dance’,177 suggesting a flow in the performance of the different postures and gestures. 
This issue requires further investigation.  
The manuscripts do not reveal whether multiple masters performed different postures at the 
same time. Although Sarvagya Ratna Bajracharya mentioned that in Sankhu sometimes more than one 
master danced, and that all dancing was peformed on the stage, it is hard to imagine that many masters 
could operate together on a platform measuring only about 1.5 m in diameter.178 A further study both 
of the modern performance and of textual sources such as the Kriyāsaṃgraha, may shed more light on 
this issue.  
 
6.5 The manuals as guidebooks for memorisation and performance: Instructions for 
many masters in one frame? 
Were the manuals consulted from moment to moment during the performance? Who actually handled 
the manuscripts and at which points in the ritual were these consulted? These are some of the questions 
that require further consideration. 
The spatial layout of the manuscripts in sets of illustrations, carefully depicted one after another, 
and the juxtaposition of images and captions indicate a set-up geared towards efficiency during a ritual 
performance. This layout facilitated a quick memorisation of the required actions, such as performing 
the postures and gestures and undertaking the visualisations. Since it is highly unlikely that the 
Vajrācāryas would handle a manuscript while enacting, the essential aspects of the practice had to be 
memorised before the actual performance. Yagya Man Pati Bajracharya explained that the Vajrācāryas 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
176 Pers. comm. with Peter Szántó, October 17, 2019. 
177 Pers. comm. May 31, 2019; May 22 and June 5, 2019. 
178 Pers. comm. May 31, 2019. 
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participating in the padasādhana in Sankhu each received a copy of his manual during the months of 
training that preceded the performance. He added that he generally uses ritual handbooks both for 
reading, and as a guide for his own performance.179  
Next to the Vajrācāryas responsible for the performance of the postures and gestures, the 
padasādhana in Sankhu included other groups of masters that carried out the ritual actions happening 
alongside. The ‘masters of the directions’ (digācārya) enacted on the stage. They are the pūrvācārya, 
dakṣiṇācārya, paścimācārya and uttarācārya, who also feature in the Kriyāsaṃgraha. The karmācārya 
was responsible for directing the digācāryas.180 While these masters performed the postures and 
gestures, the principal master (mūlācārya) executed other rituals at the side.181 He was accompanied by 
one Vajrācārya who recited mantras and a group of masters singing caryā songs and indicating the 
rhythm (tāla). An assistant to the principal master, the upadhyāya, was responsible for the management 
of the complete performance. He guided the principal master and mediated between the enactment on 
stage and the rituals happening alongside.182  
Assuming that such a division of roles between several ritual masters may be reflected in the 
manuscripts, the image, captions an labels in one single frame might then offer instructions for more 
than one Vajrācārya. While one master would perform the postures and gestures as depicted in the 
images, another master would recite the respective mantras.183 Likewise, the occasional labels with 
caryā songs in manuscript LA1 from Los Angeles, may have been added as a guideline for yet another 
group of Vajrācāryas. Such a division of roles would compromise my assumption that one frame 
represents the actions of the body, speech and mind of one particular ritual practitioner, as suggested 
earlier in this thesis (Section 4.1). In case the bodily and verbal actions were taken up by different 
masters, who performed the mental visualisations? Is it the Vajrācārya on the stage or the master reciting 
the mantra alongside, or both? Alexander von Rospatt observed a tendency in contemporary Newar 
practices to recite sādhana texts as a liturgy, without the visualisation. This raises questions regarding 
the practical application of visualisation during a padasādhana and the function of the captions and 
labels: Were these recited along with the mantras, i.e. treated as part of the liturgy? Alexander von 
Rospatt adds, however, that this tendency to leave out visualisations varies according to the ritual 
context and the competence of the practitioners (2010, 208).  
To what an extent was the division of roles also at work in past performances reflected in the 
manuals? Certain frames with illustrations, captions and labels in the manuscripts seem to explicitly 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
179 Pers. comm. May 22, 2019. 
180 Sarvagya Ratna Bajracharya referred to the karmācārya as the ‘main digācārya’ (pers. comm., May 31, 2019).  
181 The principal master appears to be different here from the mūlācārya described in the Kriyāsaṃgraha, who 
was also involved in the performance of postures and gestures. 
182 Pers. comm. with Sarvagya Ratna Bajracharya, May 31, 2019. 
183 It is unclear if the mantras referred to by Sarvagya Ratna Bajracharya are the same mantras as those recorded 
with the images in the captions.  
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reflect the synchronising role of the upadhyāya in the ritual. For example, manual LA1 displays the 
full-body figures surrounded by various types of captions and labels, indicating mantras, caryā songs 
and the specific master responsible for a set of postures (fig. 26). Such frames, densely filled with 
instructions, appear particularly helpful for someone who has to guide many masters performing 
different actions at the same time. It seems that the layout of the frames with images and various 
captions brought together best suits explicitly with the tasks of the upadhyāya as the mediator between 
the various masters.  
 
 
Fig. 26: Detail of a figure in samapada from manuscript LA1  
(see fig. 2). 
 
If a manual was employed during the performance, it would best be handled by the upadhyāya 
responsible for guiding his fellow ritual masters. A parallel performance of fire sacrifices, as observed 
by me in Bū Bāhāḥ in Patan,184 may shed some light on the role of an upadhyāya. This assistant to the 
officiating Vajrācāryas (Locke 1980, 468) handles the manuscripts, recites the Sanskrit liturgy and 
provides the main priest with instructions on the ritual actions. He usually sits next to the main 
Vajrācārya and reminds him of the different actions throughout the performance (fig. 27). The 
upadhyāya at the padasādhana may have had a similar role.185 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
184 December 3, 2017; August 15, 2018.  
185 A fire sacrifice was part of the ahorātrapūjā in Sankhu (pers. comm. with YMP Bajracharya, June 5, 2019). 
The textual fragments of manuscript CP1 in Nepālbhāṣā also prescribe a homa (Appendix 1). Historical accounts 
on an ahorātrapūjā to consecrate the Svayambhūcaitya also mention extensive fire sacrifices lasting several days 
(Shakya 2004; von Rospatt 2010, 204). 
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Fig. 27: Padma Bir Bajracharya, assisting the  
officiating priests during a homa in Bū Bāhāḥ,  
Patan, December 3, 2017.  
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Chapter 7 
 
Conclusion 
 
 
Handbooks on the procedure of a padasādhana ritual carry illustrations of Newar Buddhist masters, 
Vajrācāryas. A padasādhana is a ritual within larger ceremonies to purify a ritual ground before the 
establishment of a maṇḍala (parikramavidhi), or to consecrate receptacles for deities, such as statues 
(ahorātrapūja). The performance consists of series of standing, seated and squatting postures, combined 
with hand gestures, and the recitation of mantras. The aim of the ritual is to transform the body, speech 
and mind of the performing Vajrācāryas into that of a deity, Buddha or Bodhisattva, whom they 
impersonate through the enactment of the body positions and gestures.  
The central concern in this thesis is the function of the specific iconography of these 
illustrations of Vajrācāryas. One padasādhana manual, CP1 from the Royal Library in Copenhagen, is 
the focus. In order to study the iconography of the masters, I selected fifty images from this manuscript. 
They represent Vajrācāryas with the features of deities in the Vajradhātumaṇḍala. The iconographic 
analysis paved the way for discussing the function of the illustrations as visual guides for the 
padasādhana, and for recognising the complementarity of images and texts to direct the ritual. I 
identified two types of images in the manuals (Chapter 4), and dissected the iconography of the ritual 
masters in a full-body form (‘Type 1’; Chapters 3 and 5). I further reconstructed possible scenarios for 
the production of the manuscripts, to gain a better understanding of the entanglement of conventions 
with functional clues in the iconography of the illustrations. The characteristic contents of the captions 
with an image of Type 1 from manuscript CP1 and an image of Type 2 from manuscript NA1 from the 
National Archives in Kathmandu were analysed in detail to determine the exent to which the 
illustrations and texts together guide the verbal, bodily and mental actions of the masters of the 
padasādhana. The study brought to light historical developments in the format of padasādhana 
handbooks and changes in the performance of the ritual (Chapter 6). 
 
7.1 Image types: Footsteps and full-body figures 
Padasādhana manuscripts generally contain two types of images (Chapter 4). The images of Type 1 
display full-body figures in particular bodily positions, arranged with captions in series of frames 
(Table X, fig. A; Section 4.1). These illustrations are predominant in the sets. The second type of images 
(‘Type 2’) display footsteps arranged in a relative positioning (Table XI, fig. B; Section 4.2). They only 
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appear in manuscript NA1, dated to the 19th century, and manual YB of Yagya Man Pati Bajracharya, 
dated 1919 (N.S. 1039). Distinguishing these types, each with their own iconography and set of 
captions, enabled an interpretation of the functions of images in the handbooks. Alternate types of 
illustrations may have been added to better clarify whether a posture has to be enacted statically or 
dynamically. The footsteps indeed outline the ways in which the masters have to position and move 
their feet when taking several steps, while the full-body figures suggest a static position of the body. 
Moreover, the full-body figures also support the Vajrācāryas’ visualisation of themselves as the deities 
enacted through the postures and gestures (Section 4.3). The draftsmen applied iconographic clues to 
the images of Type 1 to guide both the bodily and mental activities of the Vajrācāryas. 
 
7.2 The iconography of the Vajrācāryas in manuscript CP1 
The consistent recurrence of a particular type of headdress combined with specific attributes, enables 
us to identify the full-body figures as Vajrācāryas. They wear a crown with a conical shape, surmounted 
by a vajra, and bedecked with five lobes. Vajrācāryas wear this type of crown at certain moments during 
religious ceremonies such as a fire sacrifice, or when performing dance movements for ritual purposes 
(fig. 14). Most of the figures also carry a vajra and a bell, sometimes even when holding other attributes 
in the same hands (e.g. Table VI, fig. 72; Section 3.4), so these seem to be essential in the iconography. 
Contemporary masters still handle a vajra and a bell in ritual settings (fig. 12; Section 5.1.1).  
The attire of the illustrated masters consists of a dhotī with a loose, upper garment, and 
combined with various ornaments, such as a necklace, earrings and jewelleries around the upper arms 
and wrists. The Vajrācāryas assume the physical outlook of Buddhas, Bodhisattvas and divinities such 
as we encounter them in contemporary paintings and sculptures from the Kathmandu valley. The artists 
further enhanced the divine nature of the ritual masters by applying haloes and outlines for lotus 
cushions that were seemingly left unfinished. The series of Offering Goddesses shows the masters as 
females, even though it is unlikely that women enacted postures (Table VI, Section 3.4). The full-body 
figures thus display an alignment of the iconography of ritual masters and Buddhas, Bodhisattvas and 
deities (Sections 3.2 and 3.4). 
 
7.3 Functional iconography and artistic conventions 
The presence or absence of divine elements and attributes in the iconography of the Vajrācāryas 
fluctuates in different padasādhana manuscripts, while the combination of a crown, a vajra and a bell 
is quite consistent. I have argued that these variations reflect an entanglement of conventions in 
depicting Vajrācāryas and specific deities, Buddhas and Bodhisattvas, with preferences to make the 
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images functional in the ritual handbooks (Sections 5.3 to 5.5). The producers of the manuscripts, 
probably Vajrācāryas themselves, were familiar with artistic conventions for illustrating ritual masters 
and divinities. In this way, lotus supports and haloes, may have been added to emphasise the divine 
state of the Vajrācārya, while performing the ritual. Attributes different from the crown-vajra-bell set, 
may be part of the conventional iconography of a Buddha, Bodhisattva or deity, embodied through the 
postures and gestures (Section 5.5). The addition or omission of certain implements in the hands, 
however, may also reflect different transmissions of the ritual itself. In that case, the producers 
deliberately illustrated attributes to guide the performance. A sword, for example, could have been 
actually handled during a padasādhana (Section 5.1.1; fig. 13).  
Some figures in manuscript CP1, such as the effigy of Vajragītā, display a particular mudrā, 
while carrying a vajra and a bell. The mudrā of the goddess as depicted in manuscript VM from Paris, 
showing illustrated hand gestures for the performance of the Vajradhātumaṇḍala ritual, depicts the 
same positioning of the hands with a vajra and a bell, but adds the musical instrument of a vīṇā 
(Table VI, fig. 73; Section 3.4). The omission of an attribute in manuscript CP1, while maintaining the 
mudrā with a vajra and a bell, is a recurring pattern in several selected figures (Section 3.4; Tables V 
to IX). The draftsmen may have added implements to remind the Vajrācāryas of a visualised handling 
of these. During the performance, the masters then symbolically enacted the attribute through a hand 
gesture combined with their vajra and bell. Especially objects that were presumably not physically 
handled, such as the human-like body indicated in fig. 15, suggest a preference to sketch certain 
attributes as clues for visualisation (Section 5.1.1). 
Similar concerns to support the mental practice may have determined the application of colour 
to the images, as seen in manuscripts NA1 and YB (Section 5.1.2). Two images, representing the 
Buddha Akṣobhya and the Bodhisattva Akṣayamati, are multi-armed (fig. 20; Table VIII; fig. 108). The 
multiple arms suggest a sequential performance of four hand gestures, rather than a visualisation of 
Akṣobhya. The case of Akṣayamati hints at an iconographic transmission of the Bodhisattva, that was 
followed only in manuscripts LA2 and CP1 (Section 5.1.3). Artistic conventions do not preclude a 
deliberate addition of functional clues for the ritual practice. It is likely that conventions, already evident 
in art works from Northeast India, dated to the Pāla period (ca. 8th to 12th century CE), had to compete 
with choices on how to render the manuals more efficient. 
 
7.4 The Vajrācārya as the embodiment of Vajrasattva 
Sculptors from Northeast India were skilled at visually enhancing the extra-ordinary state of Buddhist 
masters, enacting rituals. The iconography of the Buddha Vajrasattva was applied to images of vajra-
masters in the pedestals of sculptures from the Pāla period, resulting in a visual alignment of the 
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iconographies of the masters and Vajrasattva (Bautze-Picron, Linrothe; fig. 23). In this way, so Linrothe 
suggested, the layered nature of the term ‘Vajrasattva’, as appearing in contemporary texts, was neatly 
translated into art. During tantric rituals, the practicing masters were supposed to identify themselves 
with Vajrasattva as the ultimate teacher and embodiment of enlightenment itself. The images illustrate 
in one view the Buddhist path and the result of the path (Linrothe). 
From the 14th century CE onwards, we have Newar scroll-paintings from the Kathmandu valley 
in which Vajrācāryas feature as officiating priests. These paubhās commemorate or celebrate the 
completion of a fire sacrifice in the context of a consecration ritual attended by the donors of the 
painting. The depicted masters are in the act of performing the fire ritual. At a certain point in such a 
ceremony, while wearing the typical, five-lobed crown, the Vajrācārya embodies Vajrasattva. Newar 
painters highlighted the divine status of the master by adding visual clues usually reserved for deities, 
Buddhas and Bodhisattvas, such as a halo (fig. 21). In a unique Sūrya-maṇḍala paubhā, the celebrant 
of an old-age ritual also features with a halo, while seated on a double lotus and handling two lotus 
flowers like the sun god Sūrya (fig. 22). Newar artists thus applied visual tools in illustrations of 
practitioners and masters to emphasise their divine state during a ritual (Section 5.2).  
The Newar illustrations of Vajrācāryas thus fit in a larger framework of conventions and visual 
choices focusing on ritual praxis that were already applied in earlier sculptures in Northeast India 
(Section 5.3). The full-body figures in the padasādhana manuscripts served to visually steer the 
Vajrācārya into a correct performance of the postures, and into a visualisation of himself as one of the 
deities of a maṇḍala. Next to guiding a ritual, the images also illustrate the result of the mental action 
of the Vajrācārya: he becomes a Buddha, Bodhisattva or deity.  
 
7.5 Invoking the appropriate deities during the ritual 
The analysis of the drawings in manuscript CP1 raised questions regarding the internal coherence 
between the figures to be enacted and visualised as part of one or more maṇḍalas. Whereas the group 
of fifty selected figures together establish the Vajradhātumaṇḍala as transmitted in the 
Niṣpannayogāvālī, the link between the remaining figures is unclear. Many of the figures in standing 
postures are deities that recur in the Vajradhātumaṇḍala. Certain divinities, such as the guardians of 
the maṇḍala gates Vajrāṅkuśa, Vajrapāśa, Vajrasphoṭa, and Vajrāveśa are enacted two times in the 
padasādhana, through a standing and a seated posture (figs. 1 to 4, Ill. 2, and 111 to 114, Ill. 50 to 51). 
Others, such as the messengers (dutā), servants (ceṭā) and guardians of the world (lokapāla) are part of 
maṇḍalas of which the deities are also often invoked during Newar rituals, including the 
Durgatipariśodhana maṇḍala and the Dharmadhātuvāgīśvara maṇḍala, as outlined in the 
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Niṣpannayogāvālī as well. The practice as reflected in the manuscripts thus combines invocations of 
deities from the Vajradhātumaṇḍala and other maṇḍalas (Section 3.6). 
 The padasādhana includes meaningful groups of divinities, who recur in specific maṇḍala 
configurations in the Niṣpannayogāvālī. The lokapālas at the end of the series of seated figures in the 
manuscripts fit together as a group of deities related to the earth, who need to be pleased when 
undertaking the act of establishing, for example, a monastery. Groups of deities were likely inserted 
into ritual practices because their presence was deemed suitable or logical in the light of the purpose of 
the ceremony. Although derived from specific maṇḍalas as laid down in the authoritative text of the 
Niṣpannayogāvālī, these groups did not necessarily follow the exact same configuration of these 
maṇḍalas (Section 3.5). Eric Huntington also noticed such a practical selection of deities appropriate 
for the ritual praxis, in Newar Vajradhātu manuals with illustrations of hand gestures (Section 3.6).  
 
7.6 Scribes and draftsmen: Scenarios for the manufacture of the manuscripts 
The specific circumstances under which a manual was created, could have influenced its outer form. 
As the images in the padasādhana manuscripts were likely produced by people involved in the painting 
of paubhās, the artistic conventions in the depiction of Buddhist masters as traced in the scrolls, were 
probably also applied to the manuals. Studying alternative scenarios for the manufacture of a manuscript 
may help us understand the ways in which conventions could have been employed in both media 
(Section 5.5). 
In scenario one, especially applicable to the earliest manuscripts CP1, CP2 and LA2, the images 
were produced by a person different from the Vajrācārya scribe of the texts. Such a division of roles in 
the rendering of the images and the copying of the texts is suggested by the unfinished manuscripts CP1 
and CP2. Manual CP1 contains series of images with most captions still incomplete, while manuscript 
CP2 displays the reverse situation: The captions have been written in the preserved frames, while the 
images are still lacking (fig. 24). Although these instances could indicate a preference of one and the 
same person to first finish the illustrations and then copy the captions, or vice versa, it is more likely, 
seeing the division of professions over castes in a traditional Newar society, that the texts and drawings 
were completed by different people. A Citrakār may have prepared the illustrations. This would not be 
uncommon, as we know that traditionally, Vajrācāryas relied on Citrakārs to painting ritual implements, 
such as water vessels.  
In a second scenario, a Vajrācārya copied from an older manuscript the images along with the 
texts. This was probably the case for the most recent manuscript YB of Yagya Man Pati Bajracharya. 
The scribe, Nandinānanda Bajracharya, may have been familiar with artistic conventions. Nowadays, 
practicing Vajrācāryas, such as Sarvagya Ratna Bajracharya from Kathmandu, are well-known for 
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creating paintings on ritual implements and in the form of paubhās. Even when not actively engaged in 
painting itself, Vajrācāryas have been involved in the process as advisors to Citrakārs, the traditional 
Newar painters, on the correct iconography of deities.  
The level of carefulness in the completion of the illustrations noticed suggests even a third 
scenario. The images in manuscript CP1 show great care and refinement in their rendering. The 
illustrations in Los Angeles manual LA1, however, were sketched crudely (figs. 1, 2, 15, 19, 20 and 27), 
suggesting that the draftsman of manuscript LA1, probably a Vajrācārya, was indifferent about, or not 
particularly skilled at, illustrating. He seems to have been mostly concerned about creating visual guides 
for the practice, and may have been more knowledgeable about the ritual procedure than the illustrators 
in scenarios 1 and 2. The refinement of the images and the unfinished frames in the 17th to 18th century 
manuscripts CP1, CP2 and LA2 hint at an intervention of a skilled artist. The illustrations and texts in 
the 18th to early 20th century manuals LA1, NA1 and YB were probably copied both by Vajrācāryas. 
Follow-up research on present day practices of manuscript copying could clarify the scenarios further. 
 
7.7 Captions and images as guides for actions of speech, body and mind 
How about the complementarity of captions, labels and images in the manuscripts? Both types of 
illustrations, those of the full-body figures and those with footsteps, carry a set of characteristic captions. 
Recurring captions with images of Type 1 in manuscript CP1 are a mantra, an instruction on a 
visualisation and an annotation of a spatial direction (Table X; Section 4.1). The mantra includes the 
name of the standing posture assumed by the figure in full-body form. The instruction on a visualisation 
precedes this mantra: the practitioner needs to visualise himself as embodying a wrathful deity, e.g. 
Vajrāṅkuśa with a white body colour (Table X, fig. A). The captions thus mention a physical posture, 
and the name, temperament and body colour of the deity that is to be enacted and embodied. The image 
illustrates the leg posture, but we also see the accompanying hand gesture, not mentioned in the headers. 
Remaining details of the iconography, such as a wrathful nature or a white body colour, are, remarkably 
enough, described rather than illustrated. The absence of body colours to guide the visualisation in the 
drawings does not necessarily indicate that these were unfinished. The application of specific body 
colours seems to reflect a later stage in the development of the manuals, in which the producers explored 
the possibilities of visual media to transmit and guide the ritual. As evident from manuscript NA1 from 
the National Archives in Kathmandu, images were sometimes coloured, suggesting a preference of its 
manufacturer to explicitly trigger the visualisation more effectively (Section 5.1.2). In manuscript CP1, 
however, the visualisation seems to be guided mostly through the captions, maybe a remnant of an 
earlier convention in ritual manuals to direct visualisation practices through textual descriptions only. 
In sum, the full-body figures in the sets generally guide both the physical and mental aspects of the 
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padasādhana, but the extent to which visual clues for the visualisation were applied, varies from manual 
to manual.  
The captions with the footsteps (‘Type 2’) include a mantra, an identification of the posture in 
Nepālbhāṣā, an instruction on a visualisation, a description of the relative positioning of the feet, and 
an unidentified annotation in Nepālbhāṣā (Table XI; Section 4.2). The mantra mentions the name of a 
posture, as in the case of images of Type 1. Then follows an explanation of the positioning and 
movements of the feet including several steps. The illustrated footsteps clarify the written guidelines 
on the positioning of the feet, but they do not show the vajras that need to be visualised on the soles. 
The draftsmen, for reasons unknown, illustrated the steps from a side-view, apparently not concerned 
about - or instructed to - depicting vajras. The footsteps of image Type 2 thus only provide a visual 
support for the written instruction on the physical action (Section 4.2).  
The consistent presence of the annotation of mantras with both types of images suggests that 
these were deemed essential in representing the verbal action by the Vajrācārya during the ritual. In all 
studied manuscripts, all captions with images of Type 1 include the mantras, while other headers and 
labels were variably added or omitted. The information offered in one frame could be profuse. For 
example, certain images of Type 1 in the Los Angeles manuscript LA1, come with mantras and 
annotations of body colour, a caryā song, gestures and the title of the master responsible for a set of 
postures. These ‘extra’ captions and labels seem to have been added according to the preferences of the 
compiler, while the mantra was a fixed caption in this genre of manuals (Section 4.1). Apparently then, 
the captions constitute guidelines on all three modes of actions, those of speech, body and mind: The 
mantras represent what the Vajrācāryas had to recite; the captions with instructions on the placement 
of feet clarify how the masters had to position themselves; and headers and labels would guide the 
visualisation by naming the body colour, name and temperament of the deity.  
 
7.8 The function of the illustrations in the padasādhana manuscripts 
In what ways is the iconography of the full-body figures functional in guiding the ritual? First, the 
images guide the physical performance of the postures and gestures in the padasādhana. Their depiction 
in full-body form enables an enactment of both the positioning of the legs and hands. The illustrations 
also direct the Vajrācārya on the use of attributes such as a crown, vajra and bell. Second, illustrated 
objects, such as human-like figures, that were probably not handled during the ritual supported the 
master’s visualisation of himself as the Buddha, Bodhisattva or deity enacted through the postures. 
Coloured images in some manuals could also strengthen such a visualisation. Divine features in the 
iconography, such as haloes and lotus supports, probably result from artistic conventions and also 
support the mental practice of the master. Third, the alignment of the iconography of the Vajrācārya 
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with the manifested form of particular deities, mostly those belonging to the Vajradhātumaṇḍala, 
projects the expected result of the transformative process of the padasādhana: The master becomes the 
Buddha, Bodhisattva or deity. For iconographic features, such as multiple arms or a particular gender, 
it is more difficult to determine whether these result from conventions or from the aim to guide a 
physical or mental action.  
Some manuals display densely rendered images with various colours and attributes, while other 
manuscripts show stark drawings that only indicate the outline of a physical posture and hand gesture. 
Each individual manuscript thus seems the result from a specific interpretation of a basic root format. 
It is noteworthy that the most recent manuscripts NA1, and YB, of Yagya Man Pati Bajracharya, show 
a more elaborate employment of visual tools than the earlier manuals from the Royal Library in 
Copenhagen and the LACMA: They include coloured figures and display the images of footsteps 
(‘Type 2’) with their captions. These drawings of footsteps are absent in the earlier manuals, but 
manuscript CP1 transmits the same information in the form of running texts (Section 4.2; Appendix 1; 
Ill. 12 to 13). The written instruction on the performance of the ekaśūcikavajrapada, 
triśūcikavajrapada, pañcasūcikavajrapada and viśvavajrapada thus seems to have been ‘upgraded’ in 
later manuals by adding illustrations and turning the Sanskrit fragments into captions, clarified with 
annotations in Nepālbhāṣā. The Newar Buddhist masters explored the efficiency of images to transmit 
a ritual procedure over the course of three centuries.  
 
7.9 The development of the format of padasādhana manuals and changes in the ritual 
performance 
The padasādhana ritual dates back to at least the second half of the 8th century CE, as evident from 
Buddhist ritual manuals from early Medieval India (Section 6.2; Appendix 1). The presumably, 
Nepalese master Kuladatta incorporated a padasādhana into his section on the parikramavidhi in the 
Kriyāsaṃgraha (ca. 11th to 12th century CE). The format of the earliest preserved manuscripts of the 
Kriyāsaṃgraha, dating to the early 13th century CE, consists of loose folios carrying a running text 
without images (Section 2.2). 
From the 17th century onwards, we have Newar padasādhana handbooks with the series of line 
drawings of the full-body figures of Type 1 (manuscripts CP1, CP2, LA1 and LA2). The images come 
with the characteristic captions, such as mantras. We also find these mantras in the manuscripts of 
Kuladatta’s Kriyāsaṃgraha text in scriptio continua that continued to be copied in the Kathmandu 
valley alongside the padasādhana manuals with illustrations. The 18th century manual LA1 was further 
expanded with notes on minutiae of the ritual performance that are not traceable in the original 
Kriyāsaṃgraha text (Bühnemann; Section 2.2). From the 19th century onwards body colours were 
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added to the full-body figures and a new type of image (‘Type 2’) made its way into the manuals: the 
illustrations of footsteps with characteristic headers, the contents of which belonged to the running text 
in earlier padasādhana handbooks. In these modern manuals (manuscripts NA1 and YB), the full-body 
figures were still rendered in frames with headers and labels, but the number of frames per folio was 
reduced to one or two per page. This format survives to the present day in the manual of Yagya Man 
Pati Bajracharya. His handbook was the guiding text for a padasādhana enacted six years ago during 
an ahorātrapūjā at the Vajrayoginī Temple in Sankhu (Chapter 6).  
At an undetermined point in the Medieval or early Modern period, the Newar masters 
incorporated a padasādhana as a part of the consecration ceremony of the ahorātrapūjā, while the 
performance of the parikramavidhi ceased. This situation caused modifications in the performance of 
a padasādhana. The labels with caryā songs in a few frames in manuscript LA1 indicate that singing 
started to accompany the enactment at certain points. These labels with songs seem to refer to an extra, 
verbal layer in the ritual praxis. The incorporation of caryā practice into a padasādhana, and its link 
with the enactment of the postures require further study. Possibly, the postures were performed in a 
continuous movement, on the rhythm set by the singers. 
The new ritual context of the ahorātrapūjā also brings in issues in the interpretation of certain 
labels in the padasādhana handbooks. What was the relevance of the labels with spatial directions in 
manuals prescribing the ahorātrapūjā? The Kriyāsaṃgraha suggests that such labels, coming with the 
series of standing figures, indicate the positions of the masters in the outline for a maṇḍala, which seems 
to have been projected mentally onto the site of the performance. Whether or not a material maṇḍala 
was drawn on the site is unclear from the text. In any case, the padasādhana of the parikramavidhi 
served to purify the ritual ground before the establishment of a maṇḍala for empowerment rituals 
(Section 6.3). During the ahorātrapūjā in Sankhu the padasādhana took place after the installation of 
a maṇḍala - the dharmadhātumaṇḍala - on a platform made of bricks and measuring 8 to 10 cm in 
height and ca. 1.5 m in diameter. This platform served as a stage for the enactment of the postures. 
Although the Vajrācāryas presumably acted one by one, it remains unclear in what ways a group 
performance, as mentioned by Sarvagya Ratna Bajracharya, could have taken place on such a small-
sized stage. How do we interpret the labels with spatial directions in such a case? Was the relative 
positioning of the Vajrācāryas in a maṇḍala visualised rather than physically enacted? The 
establishment of a maṇḍala prior to the enactment at Sankhu suggests that, over time, the Newars 
incorporated a padasādhana, originally prescribed as a preliminary ceremony for empowerment rites, 
into consecration rituals as well (Szántó; Section 6.2). Given its early date - the late 13th or 
early 14th century CE - and its presumed compilation in the Kathmandu valley by Jagaddarpaṇa, a 
further study of the Kriyāsamuccaya text may shed more light on this shift of the padasādhana ritual 
from empowerment to consecration rituals of the Newars. This text has been essential in the 
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performance of Newar Buddhist rituals until today and it is mentioned as a source text in the manual of 
Yagya Man Pati Bajracharya. Unfortunately, no critical edition or translation is available so far.186  
Even though the labels with spatial directions suggest that each of the masters is part of one or 
more maṇḍalas, complete maṇḍalas, as we find these depicted, for instance, from a bird’s eye view in 
scroll-paintings, were not reproduced in the manuscripts. The serial layout with figures in frames 
facilitates a gradual generation of the deities of the maṇḍala during the ritual. This idea was offered by 
Eric Huntington in his analysis of Vajradhātu manuals that follow a format with image frames similar 
to the padasādhana handbooks (Section 6.4). 
During the modern performance in Sankhu the ritual actions were divided between different 
Vajrācāryas. While one master performed the postures and gestures on stage, alongside another 
Vajrācārya recited the mantras. A specific group of Vajrācāryas was responsible for singing caryā 
songs and setting the rhythm for the performance. It is uncertain to what an extent such a division of 
roles was already at work in historical performances as reflected in the early Modern handbooks. If 
such a division was indeed maintained, one frame in a manual may have directed the bodily, mental 
and verbal actions of more than one master. It further raises the question who visualised the deities: the 
reciting master or the Vajrācārya on the stage? The Vajrācārya performing the postures was traditionally 
supposed to embody the deities, so the visualisation must have been carried out by him. We may also 
consider the tendency in modern Newar sādhana performances to recite instructions on visualisation 
practices as if they are part of a liturgy, without enacting them mentally (von Rospatt). It is thus possible 
that some Sanskrit captions and labels in the image frames, such as the instruction on the visualisation, 
have been recited along with the mantras. One image frame with captions and labels further appears 
particularly helpful to the upadhyāya, who had to synchronise the actions of different ritual masters 
during the enactment and who probably handled a manual. This explains the densely filled frames in 
manuscript LA1 from Los Angeles (fig. 26; Section 6.5). 
Yagya Man Pati Bajracharya expressed his concern that the ritual in Sankhu may have been the 
last padasādhana performance, as he lacks the proper circumstances to transmit his insider’s knowledge 
of the ritual. Given the fast decline of the practice, it is worrying that only limited research has been 
done on the manuscripts and their ritual contexts. Besides further anthropological investigations of the 
ahorātrapūjā in Sankhu, a thorough analysis of the texts in the padasādhana manuals is a desideratum. 
Further comparisons of the texts in the historical manuscripts with the contemporary manual of Yagya 
Man Pati Bajracharya may bring out particular transmissions of the padasādhana and determine the 
underlying ritual contexts of manuscripts CP1 and LA2 with more certainty. Such research could 
document rapidly changing Newar Buddhist practices. It might also provide unexpected insights into 
earlier, tantric practices of Medieval India.  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
186 Pers. comm. with Manik Bajracharya, July 2, 2019. 
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7.10 The transmission of a Buddhist ritual through illustrations and texts 
The late date of the surviving handbooks, from the 17th century onwards, and of images in Buddhist 
ritual guidebooks from South Asia in general, raise questions about the underlying motives for adding 
illustrations to the manuals. Does an elaboration by means of images indicate a loosening up of the 
preference by Newar Buddhists for textual instructions? A study of the running texts in the 
padasādhana manuscripts may enlighten more ways in which these images play an active role as visual 
guides. For example, to what an extent was the employment of attributes prescribed in the main text? 
The captions and labels with the full-body figures do not offer guidelines on the handling of implements, 
so their use, or visualisation, is only determinable through the illustrations. The present study, though 
based on a limited number of manuscripts and textual fragments, brings out that the images indeed 
played a significant role in guiding ritual actions in supplement to the texts. The full-body figures show 
the Vajrācāryas as Buddhas, Bodhisattvas and deities. Upon seeing such illustrations, the practicing 
masters not only gain an understanding of the physical actions they need to perform, but also in one 
view perceive the mental transformation that is supposed to take place. Especially from the 19th century 
onwards, with the introduction of the new type of image with footsteps and the addition of body colours 
to full-body figures, the visual medium seems to have become increasingly appreciated as an effective 
means to direct the bodily and mental practice of the Vajrācāryas.  
Not only the visual medium was expanded, but also the application of captions and labels. The 
Newar masters started to add extra labels to the illustrations with details of the performance that were 
not included in earlier manuscripts, as evident in Los Angeles manual LA1. Such an elaboration of the 
repertoire of headers and labels may also indicate particular Newar developments in the padasādhana 
ritual, e.g. the inclusion of caryā practice. Over the course of at least three centuries then, the 
Vajrācāryas developed their padasādhana handbooks into increasingly practical manuals to transmit 
and guide the ritual, through exploring the potential of combining illustrations and written instructions.  
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Appendix 
 
Transcription of the Sanskrit texts in the manuscript  
from the Royal Library in Copenhagen (CP1) 
 
 
Manuscript CP1 from the Royal Library in Copenhagen contains several folios with textual fragments 
in scriptio continua. The script is Pracalit with influences of Devanāgarī, in the rendering of numbers. 
The fragments in Sanskrit are in a different hand than the sections in Nepālbhāṣā. I transcribed the 
Sanskrit sections, as these contain the captions figuring in the analysis of the complementarity of labels 
and images. Following the conventional format of Newar ritual manuals, the fragments in Nepālbhāṣā 
include explanations of ritual actions, such as offerings to a maṇḍala and a sacred fire (homa). 
Summaries on the contents of the fragments in Sanskrit precede the transcriptions per folio, while I 
added an outline of the Nepālbhāṣā sections at the end. 
The texts were transcribed as they appeared in the manuscript, as editing the spelling and 
grammar of the Sanskrit, which proved quite corrupt, was not feasible within the scope of the thesis. 
The transcriptions follow the order of the roman numbers that I found added in pencil in the upper left 
corners of the folios. These numbers refer to two folios in the thyāsaphū manuscript. The numbers of 
the illustration of the corresponding folios (‘Illustrations’, p. 147) have also been indicated.  
 
A. Sanskrit sections 
 
Folio no. 2 – Ills. 2-3:  
 
The following fragments are the sets of captions that go with the first six images. The first line of each 
set provides the practitioner with instructions on the visualisation of the deities. This is followed by the 
mantra of the deity. An annotation of a spatial direction concludes each set of labels.  
 
Captions with fig. 1: 
 
ātmānaṃ vajrāṅkuśamahākrodharūpaṃ śitavarṇṇaṃ vicintya |  
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oṃ ālīdhapadavajramahākrodha bhighuye187 2 (?) sarvvaduṣṭadevādin mārāṃ hūṃ phaṭ || 1 || 
pūrvva || 1 
 
Captions with fig. 2: 
 
3 (?)188 vajrapāśamahākrodharūpaṃ śītavarṇṇaṃ vicintya ||   || 
oṃ pratyālīdhapadavajramahākrodha bhigughnaye 2 sa(r)vvadūṣṭamālān189 hūṃ phaṭ || 2 
dakṣina || 
 
Captions with fig. 3: 
 
3 (?) ātmānaṃ vajrasphoṭamahākrodharūṃ raktavarṇṇaṃ vicintya || 
oṃ vaiśāṣapadavajramahākrodha vighuṇṇaya 2 sarvva duṣṭanāgādimārān hūṃ phaṭ || 
paścima || 
 
Captions with fig. 4: 
 
3 (?) vajrāveśamahākrodharājaṃ viśvavarṇṇaṃ vicintya || auspicious sign || 
oṃ vajramaṇḍalapadavajramahākrodha vighurṇṇaya 2 sarvvaduṣṭayakṣādi mārān hūṃ phaṭ || 
uttare || 
 
Captions with fig. 5: 
 
3 (?) vajrasatvarūpaṃ śitavarṇṇaṃ vicintya || 
oṃ samapadavajramahākrodha vighūṇṇaye 2 sarvvatraidhātukāvasthitā sarvvamārān hūṃ 
phaṭ ||  || 5 
madhye || parasparacaraṇadvayāśleṣāt samapadaṃ || 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
187 Buescher reads the verb as ‘bhidyu ye’ (2001, 216). The correct Sanskrit is presumably vighūrṇaya, from the 
verb vighūrṇ-, which means to ‘roll or whirl about’ (Monier-Williams [1899] 2012, 958). This reading is also 
suggested through the spelling of the verb in the verses that follow. 
188 The first sign in this line looks like a number three in Devanāgarī script. Birat Bajracharya suggested that the 
number three replaces the word ātmānaṃ, which consists of three syllables (pers. comm. August 26, 2019). 
189 The confusion of the consonants ‘l’ and ‘r’ is common in Newar manuscripts, as is the interchanging of long 
and short vowels and the letters n-r, j-y, v-b, kh-ṣ, and ś-ṣ-s (Bühnemann 2008, 167).	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The final line, parasparacaraṇadvayāśleṣāt samapadaṃ, gives an instruction on the positioning of the 
feet when performing the samapada: ‘[One should perform] the samapada by joining the two feet 
together.’ 
The third frame in the second folio (Ill. 3) only contains text, including four mantras with four 
postures (pada): the jātapada, pratyājātapada, vikatapada and prativikatapada. An annotation reading 
‘intermediary directions’ (vidigsu) concludes the text.  
 
oṃ jātapadavajramahākrodha āveśaye 2 sarvvamālān hūṃ phaṭ || oṃ pratyājātapada 
vajramahākrodha āvarjaya 2 sarvvāprasannā hūṃ phaṭ || oṃ vikatapada vajramahākrodha 
bhīṣaye 2 sarvvaduṣṭān hūṃ phaṭ || oṃ prativikatapada vajramahākrodha vighna bandhaye 2 
sarvvadūṣṭān hūṃ phaṭ || vidigsu || 
 
Folio no. 3 – Ill. 4:  
The first image includes the captions with the name of the deity, a mantra and a spatial direction:   
 
3 (?) vajrapātālamahākrodharājaṃ  
oṃ kūrmmapadavajramahākrodha krāmaye 2 sarvvaduṣṭapātālādivāsinyādi mālāṃ hūṃ 
phaṭ || 6 
ardha190  
 
The third frame in this folio (Ill. 4) only shows text labelled as ‘root (?) verse’ (mūla śloka). It describes 
several postures, such as the siṃhānapāda. 
 
mūla || śloka || vṛttāvṛttapade tathaiva kathite siṃhānapādaṃ tathā | siṃhākrāntapadaṃ 
tathaivanti (?) vidhivac catvāri yāmyādhipe ||     
 
Folio no. 5 – Ills. 8-9:  
Beneath fig. 17 (ill. 8) a caption was written of which the meaning is unclear:  
 
pramāsatvāmahāvajrā (?) hūṃ phaṭ 
 
The text, following in ill. 9, is labelled as ‘root (?) verse’ (mūla śloka) and is part of the choreography 
of the principle master (iti pradhānācāryasya padasādhanaṃ). The text further mentions the melody 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
190 The correct Sanskrit term is presumably ūrdhva. Peter Szántó suspects that this caption has been written with 
the wrong image. The image points downwards, so it should go with the next image, pointing upwards 
(pers. comm. September 24, 2019). 
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(rāga) and rhythm (tāla) of a caryā song, namāmi śrī caṇḍamahāroṣaṇadevā. The song continues in 
the next folio. The first lines of this song also recur in manuscript LA2 from the Los Angeles County 
Museum of Art.191 
 
mūla || śloka || puṣpotkṣepam ata sugandha vā mahādhūpapradīpāhvayā | khyātā citrapatākikā 
karagatā nyāśātvanantayitā | siddho dolanaparvvatollasanatā sakrodhalīlāyitā pādanyāśam iti 
prabhāvitam ate catvāli ete sthitāḥ || auspicious sign || iti pradhānācāryasya padasādhanaṃ ||    
|| punaḥ kramapraveśa || || mūla pratyudāvṛtya || || karmma ekātalū || || rāga bhairavi || tāla 
jhapa || namāmi śrī caṇḍamahāroṣaṇadevā sumalaṃti pāpabhayaharaṇaṃ 2 jagata 
paritrānaṃ bhavaduḥkhaharaṇaṃ māraripucchedanaṃ śatrunāśaṃ || hūṃ 2 dharaṇimaṇḍala 
upari raviśaśimaṇḍalā  
 
Folio no. 6 – Ills. 10-11:  
The caryā song namāmi śrī caṇḍamahāroṣaṇadevā continues as follows: 
 
jānūpādaṃ nyasta acalavīrā 2 garjaghaṇajīmūtanīlavarṇṇābhā niviḍaghaṇakrodha 
trilokavīrā || || dahini khaḍadga dra u192 jyotivijvalanaṃ tribhuvanakaṃpitaṃ sura asuraṃ 2 e 
(?) tarjanībhūjaśaktapāśadharaṃ durddāntaduṣṭāribandhakaraṇaṃ || || atighoṣanāditaṃ 
jhaidra (?) bhayaṃkaraṃ triṇi locanaṃ trailokyakaraṇaṃ 2 duṣṭakhaḍagaprahāramārabalaṃ 
daśadigamārasaṃtrāśakaraṇaṃ || || paṃcatathāgataphalaṇasaṃharaṇaṃ vighana-
vidhvaṃśanaṃ acaravīrā 2 atimadhye (?) paramādivajrasaraṇāgataṃ bhaṇati 
paramādivajragurusmaraṇaṃ || 14  ||  
 
A eulogy for the deity Caṇḍamahāroṣaṇa follows:193 
 
karma || śloka ||  
bhāsvaccaṇḍamarīcisantatilakaḥ vyāghūrṇṇitāsāgajo  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
191 Raul Schiappa-Pietra transcribes the preserved lines of the song in manuscript LA2 as follows (2012, 51): 
‘namāmi śrī caṇḍamahāroṣaṇadevā sūgalaṃ tipāpabhayaharaṇa, jagataparitrānaṃ bhavadukhaharaṇa, 
māraripuchedanaṃ śatrunāśaḥ, hūṃ 2 dharaṇimaṇḍala upari raviśaśimaṇḍalājāmupādaṃ nyasta acalavīrā 2, 
garjaghaṇajīmūta nīlavarṇabhāni …’ Manuscript CP1 transmits more lines of the song. 
192 Probably ‘ut-‘. 
193 A parallel verse appears in a manuscript in the collection of the University of Cambridge  
(CUL Add. 1691.1; folio 8v; https://cudl.lib.cam.ac.uk/view/MS-ADD-01691-00001/18): 
bhāsvaccaṇḍamarīcisantatikalāvyāghūrṇitāśāgajo 
garjannīlapayodavṛndaghaṭanāsaṃjātamūrtiśriyaḥ | 
skandhādyapratimallamāranicayaṃ khaḍgābhayā(?)cūrṇitaṃ 
cetaś caṇḍaruṣaṃ surāsurabhaṭai yasyācalaṃ taṃ name || 
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garjjanīlapayodavṛndaghaṭanāsaṃt(j)ātamūrttiśriyaṃ |  
skandhādyapratimallamāranicayaḥ khaḍgābhayācūrṇṇitāś  
cetaś caṇḍaruṣaḥ surāsurabhaṭaiḥ yasyācalasyāstu vaḥ ||    
|| vighnotsāraṇaḥ ||  
 
The text that follows remained unidentified. 
 
oṃ vajra tiṣṭha || … praṇamāmi sarvvatathāgatān sarvvasarvvatathāgatebhyo ātmānaṃ 
niyātayāmi | yāvantaḥ sarvvasatvāḥ satvasaṃgraheṇa saṃgrahītā aṇḍajā vā jarāyujā vā 
saṃsvedajā vā aupapādukā vā rūpino vā arūpino vā saṃgīno vā asaṃgīno vā naivasaṃgino 
vā nāsaṃgīno vā sarvve te satvā mayā mahāmudrāmantrapade pratiṣṭhāpayitavyā || (a) 
avidyāndhakāraparigatās sasatvān mārair adhisthitān abhivīkṣa mārān utsārayituṃ jhaṭiti 
vajrahūṃkālamūrttiḥ krodhāvaśāt bhrūbhṛkuṭidraṃṣṭotkaṭaśātopaceṣṭādimāna || ṭakāra-
candrīkṛtavāma(ne)traḥ savyākṣavinyesyamakārasūryaḥ | hūṃkāratārīkṛtakalpa-
vahniryuktyānayā vajranirīkṣitaṃ ca ||  
aham eva svayaṃ vajrī vajrasatvo smy ahaṃ svayaṃ |  
ahaṃ buddho mahārājā ahaṃ vajrī mahābalaḥ |  
ahaṃ yogiśvaro rājā vajrapāṇinayaṃ dṛḍhaṃ ||    
|| yo vidhvastasamastabandhanagatisūkṣma(?)ṇista riyaṃ sarvvajñayaviśāranirmmalatamaḥ 
jñānaprabaṃdhaudayaḥ | satvārthoddḥṛtamānasa – (the word continues in the next folio) 
 
Folio no. 7 – Ills. 12-13:  
 
ś ca sucilaṃ  
śrīmaṃjuvajro vibhūḥ tam natvā kriyate parikramanayo vighnopaśānte mayā ||    
 
The following lines record another caryā song, starting with the words 
cakrīkūṃḍalakaṇṭhīrocakameṣarabhūṣita. 
 
|| rāga gvaḍagrī || tāla eka || cakrīkūṃḍalakaṇṭhīrocakameṣarabhūṣita grīve ruṇḍanaraśira-
mārā 2 śaracakrīcakrīlaiyābhaśamaḍa dhūlī gagaṇatoḍicaṃdhulirāyā || prabhu saṃkhihelu 
padedemorukolā yugabaddhasaṃvara rāyā ||  
 
The remaining lines in folios 7 and 8, describe the performance of four postures, called the 
ekaśūcikavajrapada, triśūcikavajrapada, pañcasūcikavajrapada and viśvavajrapada. The text gives 
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instructions on the positioning of the feet, the accompanying mantras and visualisations. Unidentified 
verses appear throughout the description. 
 
eka || vajrakaroṭa kahāthoṃlayiyā kaṃdhokiyapukhaṭaṃke 2 saṃpuṭayoginī kamalavihāsigera 
mahāsukhamali prasaṃge || tri || vajravārāhī āliṃgaṇasaṃvara nācayi bahuhabhaṃge 2 
vācchalī kole krīḍantī heruva arddhabhuvapharanasvasaṃge || paṃ || sahajasaṃvṛ/r/tti laiyā 
gāvanti karaṇayā heluva caraṇaprasāde 2 prajñāliṃgaṇa kridanti heruva vilāśayi 
śūnyakarūṇā || 1(?)5 || viśva || ekaśūcīkavajrapada hūṃkārajaṃ pādatale vicintye || bhūmau 
dakṣiṇacaraṇena pṛṣṭe agre tathaiva vāmāghriṇā bhūmau cākālayen || || 
 
oṃ ekaśūcikavajrapadavajramahākrodha bhañja 2 sarvvaduṣṭāsurān hūṃ phaṭ || || apaśaramtu 
bhagavanto ye kecid devāsurayakṣarākṣasapretapiśācāpaśmārabhūtaḍākaḍākinī-
ostārakamahallakamahallikāś ca anucarapariṣadagaruḍakinnara-mantrasiddhāḥ | atra 
pṛthivipradeśe amukavajrācāryeṇa mayā dānapater amukasyābhisaṃbodhi-
paripūranārthaḥ/ṃ sarvvasatvāranuttarajñānalābhahetoḥ || śrī amukamaṇḍalam ālikhitavyāṃ 
| ta devatāna mahāvajradharājñāṃ śrutvā śīghram evāprakāmatha yo nāprakāmati tasyāham 
anena prajvalitahūṃkāreṇa dīptapradīpteṇa mahatā jñānavajreṇa mūrddhānaṃ śatadhā 
vikarāmi || 1 ||  
 
tathā || triśūcikavajrahūṃkāra pādatare vicintye || dakṣiṇacaraṇena pṛṣṭe tridhāgragre tridhā 
tathaiva vāmeṇa bhūmau cākārayan paribhramet || || oṃ triśūcikavajrapada vajramahākrodha 
bhaṃja 2 sarvvaduṣṭāsurān hūṃ phaṭ || || apasarantu bhagavento ye kecit sthāna – (the word 
continues in the next folio) 
 
Folio no. 8 – Ills. 14-15:  
 
vāsinaḥ |(?) 
nāgayakṣādigandharvā bhūtabhūtinīḍākinī  
satvārtha kriyāraṃbhe gacchavdhaṃ śīghram eva tu |  
śṛnvantu X194 sarvvaduṣṭaughāḥ kāyavākcittasaṃsthitāḥ |  
ahaṃ vajradharaḥ śrīmāna ājñācakraprayojakaḥ |  
vajreṇādīptavapuṣā sphārayāmi triguhyajān  
laṃghayed yadi kaścit me viśīryaṇa nātra saṃśayaḥ || trīśūcī || 2 ||  
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
194 The mark probably indicates a repetition of the word śṛnvantu. 
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tathaiva || hūṃjapañcasūcikavajrapada pādatale viciṃtya || pūrvvavat dakṣiṇapādeṇa pṛṣṭhe 
paṃcadhā age paṃcadhā tathaiva vāmacaraṇena bhūmau cākālayan || mantra paṭhan 
parikramet || oṃ pañcaśūcikavajrapada mahākrodha bhaṃja 2 sarvvaduṣṭāsūrān hūṃ phaṭ || ||  
apaśarantu bhagavanto ye kecid devāsūranāgayakṣamahoragādyapasmārabhūtabhūtinyeḥ 
piśācaguhyagandharvvakinnarostārakakaṭapūtanasānūcaramahallakamahallikāś ca | anye ca 
ye kecit pṛthivīpradeśe | asmin nivasanto bhavantaḥ śṛṇvantu | aham amukanāmācāryeṇa śrī 
amukamaṇḍalam āvarttayiṣyāmi | dānapater abhisaṃbodhiparipūranārthaṃ ato smāt 
mamājñaṃ śrūtvā śrīghram evāprakāmitavyaṃ | yo nāpakrāmyat tasyāhaṃ vajrapāṇir 
jvalitasatkiraṇavajreṇa mūrddhni śadhā vikiret || 3 ||  
 
hūṃjapādatale aḥkārajaṃ viśvavajraṃ vicintye || bhūmau parāvṛtya dakṣiṇapādeṇa dakṣiṇa 
agre cākārayan vāmapādeṇa pṛṣṭhe vāmapārśve cākārayan nṛtyabhramaṇayogeṇa mantram 
uccārayan parikramet || || oṃ viśvavajrapada vajramahākrodha bhañja 2 sarvvaduṣṭāsurān 
hūṃ phaṭ || ||  
apasarantu mahāvighnoḥ ye kecit kaṭapūtanāḥ |  
mahāsukhajñānasaṃbhūtā vajrasatvasvabhāvajā | 
ahaṃ karuṇābaraḥ śrīmān rakṣācakraṃprayojakaḥ |  
vajreṇādīptavapuṣā sphalayāmi triguhyajān |  
laṃghayed yadi kaścit me viśīryet tatra nānyathā | viśvaśūcī || 4 || auspicious symbol ||  
 
karmmapadaśādhanaṃ || karmma || śloka || pratyālīḍhaviśāṣakadvikapaḍhe tanmāṇḍarekhye 
tathā ālīḍhaṃ varuṇādhipaśya niyataṃ pādāni catvāri vaiḥ ekasaṃputapādakaṃ samapadaṃ 
tadvānadehāhvayaṃ veṣasya dhanadādhipasya kathitaṃ catvāri pādāni ca || auspicious 
symbol || 
 
Folio no. 12 – Ill. 22:  
The following lines include lists of gestures (abhinaya), belonging to a particular posture (pada): 
 
śloka || vajrodbalitakṣepā ca vajranarttanabhairavā | vetālyā muḍgalaṃ caiva 
catumukhāmṛtakuṇḍali || strīmāyākalaṃ caiva prācyāṃ kṣepā navā smṛtāḥ || dot || śloka || 
cakrasyābhinnayaṃ pravelapi tathā ratnasya cāpasya ca || khaḍgasyāpi saroja 
kuṃtamukhalaścodāme daṇḍasya ca || śaktimudgarabhiṇḍipālakanayaḥ syādhitradaṇḍosyatāḥ 
khyātā sādhyasi putrikā daśamukhasyete tu te ṣoḍaśaḥ || auspicious symbol || 
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Similar lists appear in a manuscript preserved in the National Archives of Kathmandu, entitled 
Parikramapadopāyika (‘Instruction Manual on the Postures for Circumambulation’).195 The colophon 
of this manuscript, in folio 8v, identifies the author as Śrīkīrtipāda (kṛtir ācāryaśrīkīrtipādānāṃ). The 
manual describes initiation rituals, with special attention to the details of postures and gestures enacted 
during these (Szántó 2015, 552-553). The Parikramapadopāyika shows correspondences with the 
Mañjuśrī Sādhana, also known as Samantabhadra, of Jñānapāda, who was active in ca. the 2nd half of 
the 8th century to the beginning of the 9th century CE. Another text with strong influences from 
Jñānapāda’s Sādhana is the Maṇḍalavidhi by Dīpaṃkarabhadra, who was a student of Jñānapāda. The 
Maṇḍalavidhi became a template for Abhayākaragupta’s Vajrāvālī, which was a foundational text for 
the Kriyāsamuccaya by Jagaddarpaṇa (Szántó 2015, 554). The latter text is still in use by Newar 
Buddhists and is also mentioned as a source text in manual YB of Yagya Man Pati Bajracharya. The 
roots of specific combinations of postures and gestures in Newar padasādhana manuals thus seem to 
go back to at least the 8th century CE. These textual transmissions require further research. 
 
Folio no. 13 – Ill. 25:  
The first two lines describe seven gestures (abhinaya) for the southern direction (of the maṇḍala). The 
remaining lines describe postures (pada). 
 
athavā || śloka ||vajrasphoṭā balotkarṣā draṃṣṭrā cāṭaṭṭahāsakā | vajraghaṇṭhā tathā khadgā 
vajracakraś ca dakṣiṇeḥ || auspicious symbol || śloka || jānolagnapadaṃ tathotkuṭapadaṃ 
cāvarttavaivarttakaṃ pūrvvadvārapade bhramanti niyata (cancellation mark) daṃbholipādāni 
vai | vṛttāvṛrttapade tathaiva kathite taj jānupādan tathā siṃhākrāntapadaṃ bhavanti vidhivac 
catvāri ete sthitāḥ || auspicious symbol || 
 
Folio no. 15 – Ill. 29:  
The first two lines describe nine gestures (abhinaya) for the western direction (of the maṇḍala).  
 
athavā || śloka || muśalā patāka pāśā ca padmadaṇḍābhayāṃkuśā | phalakuntābhinnayā ca etā 
navabhiḥ paścime || auspicious symbol || ślokaḥ || vajrotkarṣaṇabhairavāśanikṛpāgarvā-
dvayācāpikaṃ | strīmāyākuṇḍalivajra-kheṣamuṣaraṃ cakraṃ patākaṃ tathā | pa(dma)-
daṇḍaphala … … … | dharaṃ cāpaṃ śarotkarṣaṇaṃ kāṇḍakṣepa tutipraṇāmabhinayaṃ āpā 
… rāja … … || auspicious symbol || 
 
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
195 Acc. no. NAK 5-86; NGMPP B 24/34. The manuscript includes a list of forty-two gestures (abhinaya) to be 
combined with seven postures (pada). 
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Folio no. 17 – Ill. 32:  
This folio is heavily damaged. The compound mūlanavākṣepa at the end has been marked and suggests 
a list of nine, ‘main’ bodily movements (mūlanavākṣepa). The final remaining pieces of text indicate 
mantras that probably accompanied these movements in the ritual. 
 
… (the upper line is broken) … 
ṇṭhotparara … … … … || + + + bhraranobharaṇa + + +   
phalayi anekamunutira + + + gurucaraṇakamala + + +  
sādā namāmi paramā + + + || mūlaśloka || sva + + + 
bhastharaṇātmakaṃ jagad i … … … … samājātmakaṃ ,, śrīmānma + + + 
ṇṇdalacakranirmmitaśabhai viśvaṃ ca tādṛk kṣaṇāt ,, kṛtvā  
vajrasarojacandhaputayolulmidvayāsphālanā ,, dabhyuṣṭhyā  
ṭamahāsukhātmasaraśi mna nmi maṃjuvajro bhavaḥ ||   || 
mūlanavākṣepa (marked)||   || 
 
+ + + mārādin + + + 
oṃ āth … + + + 
dha ākṣe + + + 
hūṃ phaṭ + + + 
 
Folio no. 19 – Ill. 33:  
This fragment provides the practitioner with more detailed instructions on specific movements of the 
hands and feet. The folio ends with a mantra and an indication of the eastern direction (pūrvva).  
 
Oṃ jvālāmālīmahākrodharājaṃ raktavarṇṇaṃ karakkolavijaṃ vicintye || auspicious symbol || 
kamalāvarttapūrvvakaṃ nṛtyaṃ kṛtvā vajram utthāpya vāmatarjjanyā tarjjayena dakṣiṇena 
daṇḍam ut(?)kṣipye samapadasthasalīlavajrapadenākucitaṃ sārddhadvayatālaṃ dakṣiṇa-
pādaṃ nikṣipet vāma sthiraṃ kṛtvā pādau ca pakṣasthitau tato dakṣiṇa jānum ākuṃcya 
daṇḍamudrām utkṣipet vāmatarjanyā tarjayan vāmo dalabhāgam avanāpayet | vāmalocanaṃ 
nirmmilya vadanaṃ bhāmayet maṇḍale dṛṣṭiṃ vinyaśya bhṛkuṭiṃ kuryād ity ākarpanākṣepa 
dakṣiṇakaṭibhāge saṃhāraḥ || || oṃ ā hūṃ laṃ ahe 2 gasa 2 kalālavadana mahākrodha śodhaye 
2 hūṃ khaṃ || 2  || pūrvva || 
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B. Sections in Nepālbhāṣā: Summary of the contents (folios 18 and 19; Ills. 34 to 36) 
 
Folio 18 in Nepālbhāṣā starts with an invocation of the Buddha (oṃ nama buddhāyaḥ), followed by an 
unidentified procedure (vidhāna). It includes the offering of the five products of the cow (pañcagavya), 
the making of a maṇḍala, and the offering of various products to the maṇḍala, such as flowers and 
water. Next follow a spirit-offering (bali), the three-fold meditation (trisamādhi), and a fire sacrifice 
(homa), including several types of oblations (āhuti). The folios end with the dismissal (visarjana) of 
the (deities of the) maṇḍala. Folio 19 starts with an indication that it contains an explanation of a verse 
(silokayā khakanya). Throughout the text, several types of purifications related to different kinds of sins 
(pāpa) are exposed, such as sins done consciously or unconsciously (jānya yāṅā pāpa ajānya yāṅa 
pāpa). The folio ends with an offering to Kumārī.  
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8. Images 
 
 
Fig. 1: A frame in a folio from manuscript LA1, ca. 18th century, Nepal, 7.62 x 29.7 cm, LACMA 
(M.82.169.18.1-18). After Bühnemann 2008, 182; fig. 26. 
Fig. 2: A folio from manuscript LA1, ca. 18th century, Nepal, 7.62 x 29.7 cm, LACMA (M.82.169.18.1-
18). After Bühnemann 2008, 179. 
Fig. 3: Two folios from manuscript NA1, ca. 19th century, Nepal, 26 x 17 cm, The National Archives 
Kathmandu (NGMPP Reel no. B 277/17). The National Archives Kathmandu. Photo courtesy of 
Raju Shakya. 
Fig. 4: Two folios from manuscript CP2. The figure in the first frame (upper left) assumes the 
maṇḍalapada, 18th to 19th century (?), Nepal, 21.1 x 9.2 cm, the Royal Library Copenhagen 
(Nepal 120). Photo by the author. 
Fig. 5: Two folios from manuscript LA2, ca. 17th century, Nepal, 8.9 x 35.6 cm, LACMA 
(M.82.169.7.1-23). Photo courtesy of Gudrun Bühnemann. 
Fig. 6: A Vajrācārya crown used during a fire sacrifice at Bū Bāhāḥ, Patan, December 3, 2017. Photo 
by the author. 
Fig. 7: A seated figure in manuscript CP1 from Copenhagen (see fig. 65, Ill. 37). Photo by the author.  
Fig. 8: Two folios from manuscript NA1 (see fig. 3), showing figures in the attire of a Buddha. The 
National Archives Kathmandu. Photo courtesy of Raju Shakya. 
Fig. 9: Detail of a figure in samapada in manuscript CP1 (see fig. 5, Ill. 3). Note the marked section 
explaining the positioning of the feet. Photo by the author. 
Fig. 10: An image with footsteps in manuscript NA1 (see fig. 3). The National Archives Kathmandu. 
Photo courtesy of Raju Shakya. 
Fig. 11: A chart with the position of the feet in modern tango dance. Photo courtesy of Peter Forret, 
July 11, 2006;  https://www.flickr.com/photos/pforret/187476123. Accessed December 16, 2019. 
Fig. 12: Raj Bhaai Bajracharya carries the traditional implements of a Vajrācārya: a crown, vajra and 
bell. Screenshot from Bajracharya 2018, 15.33 min. 
Fig. 13: Mangal Raj Bajracharya wears a Vajrācārya crown, while carrying a sword and a manuscript. 
Screenshot from Bajracharya 2018, 15.28 min. 
Fig. 14: Padam Raj Bajracharya from Bū Bāhāḥ in Patan performs a caryā dance in a reconstructed 
ritual setting. Screenshot from Bajracharya 2018, 15.31 min. 
Fig. 15: Detail of a figure handling a human body (?), in manuscript LA1 (see fig. 2). After 
Bühnemann 2008, 194; fig. 122. 
Fig. 16: A folio from manuscript LA2 (see fig. 5). Photo courtesy of Gudrun Bühnemann. 
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Fig. 17: Detail of a standing figure in manuscript NA1 (see fig. 3). His body has been given two 
different colours. The National Archives Kathmandu. Photo courtesy of Raju Shakya.  
Fig. 18: Detail of the Offering Goddess Vajragītā in manuscript CP1 (see fig. 73, Ill. 40). Photo by the 
author. 
Fig. 19: Detail of Vajragītā in manuscript LA1 (see fig. 2). After Bühnemann 2008, 187; fig. 68. 
Fig. 20: A standing figure in the caturmukhādhiṣṭhānābhinaya, detail in manuscript LA1 (see fig. 2). 
After Bühnemann 2008, 181; fig. 23. 
Fig. 21: A Vajrācārya performing homa, detail in the lower register of a Candra-maṇḍala paubhā, 
1525 CE, Nepal, 74 x 59 cm, Rijksmuseum Amsterdam (AK-MAK-325). 
https://www.rijksmuseum.nl/nl/collectie/AK-MAK-325. Accessed December 16, 2019.  
Fig. 22: Bhisnudeśvara, detail in a Sūrya-maṇḍala paubhā, 1379 CE, Nepal, 
92 x 53.3 cm, The Zimmerman collection, MET (2012.462). 
https://images.metmuseum.org/CRDImages/as/original/DP284697_edt.jpg. Accessed January 
27, 2020. 
Fig. 23: Reconstruction by Gerald Kozicz of the figure of Vajrasattva, flanked by a manuscript on a 
pedestal and a kneeling devotee, in the pedestal of a Mañjuvajra stele, 11th century CE, West 
Bengal or Bangladesh, MET (57.51.6). After Linrothe 2014, 31, fig. 10. 
Fig. 24: Two folios from manuscript CP2, 18th to 19th century CE (?), Nepal, 21.1 x 9.2 cm, the Royal 
Library Copenhagen (Nepal 120). Photo by the author. 
Fig. 25: Yagya Man Pati Bajracharya in front of the hut constructed for the ahorātrapūjā at the 
Vajrayoginī Temple in Sankhu. http://yagyamanpatibajracharya.com.np/wp-
content/uploads/2017/06/4.jpg. Accessed December 16, 2019. 
Fig. 26: Detail of a figure in samapada from manuscript LA1 (see fig. 2). After Bühnemann 2008, 181; 
fig. 17. 
Fig. 27: Padma Bir Bajracharya, assisting the officiating priests during a homa in Bū Bāhāḥ, Patan, 
December 3, 2017. Photo by the author. 
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9. Illustrations  
 
 
All the illustrations display photographs of manuscript CP1 from the Royal Library in Copenhagen 
(Nepal 67), taken by the author. The manuscript is dated to the 17th to 18th century and the folios measure 
19.5 x 9.6 cm each. The material is paper treated with orpiment, pasted on cotton cloth. 
 
Ill. 1: The first two preserved folios of manuscript CP1 were left blank. 
Ill. 2: Folio with three figures: one in ālīḍhapada (Vajrāṅkuśa; fig. 1), one in pratyālīḍhapada 
(Vajrapāśa; fig. 2), and one in vaiśākhapada (Vajrasphoṭa; fig. 3). 
Ill. 3: Folio with two figures: one in maṇḍalapada (Vajrāveśa; fig. 4) and one in samapada (Vajrasattva; 
fig. 5). The third frame contains Sanskrit fragments. 
Ill. 4: Folio with two figures: one in kūrmapada (Vajrapātāla; fig. 6) and one in ekapada 
(Uṣṇīṣacakravartin; fig. 7). 
Ill. 5: Folio with three figures. Fig. 8 assumes the kūrmapada, and figs. 9 and 10 the vaiśākhapada. 
Ill. 6: Folio with three figures. The postures in figs. 11 and 12 are unidentified. Fig. 13 takes the 
ālīḍhapada. 
Ill. 7: Folio with three figures: one in ālīḍhapada (fig. 14), one in samapada (fig. 15) and one in 
jātapada (fig. 16). Note the gap between the frames of figs. 15 and 16 to visually mark the end 
and start of a different group of figures. 
Ill. 8: Folio with three figures: one in pratyājātapada (fig. 17), one in vikaṭapada (fig. 18) and one in 
prativikaṭapada (fig. 19). 
Ill. 9: Folio with an empty frame and a Sanskrit text in Pracalit script. 
Ill. 10: Folio with a Sanskrit text in Pracalit script. 
Ill. 11: Folio with a Sanskrit text in Pracalit script. 
Ill. 12: Folio with a Sanskrit text in Pracalit script. 
Ill. 13: Folio with a Sanskrit text in Pracalit script. 
Ill. 14: Folio with a Sanskrit text in Pracalit script. 
Ill. 15: Folio with a Sanskrit text in Pracalit script. 
Ill. 16: Folio with three figures: one in ālīḍhapada (fig. 20), one in pratyālīḍhapada (fig. 21) and one 
in vaiśākhapada (fig. 22). 
Ill. 17: Folio with three figures: one in maṇḍalapada (fig. 23), one in samapada (fig. 24) and one in 
kūrmapada (fig. 25). 
Ill. 18: Folio with three figures: one in ekapada (fig. 26), one in jātapada (fig. 27), and one in 
pratyājātapada (fig. 28). 
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Ill. 19: Folio with three figures. Fig. 29 takes the vikaṭapada and fig. 30 the prativikaṭapada. The 
posture of fig. 31 suggests the samapada. 
Ill. 20: Folio with three figures: two in pratyālīḍhapada (fig. 32 and 34), and one in maṇḍalapada 
(fig. 33). 
Ill. 21: Folio with three figures in samapada (fig. 35), ālīḍhapada (fig. 36) and maṇḍalapada (fig. 37). 
Fig. 37 shows the caturmukhādhiṣṭhānābhinaya in the maṇḍalapada. 
Ill. 22: Folio with two figures. The posture in fig. 38 is unidentified. Fig. 39 takes the ālīḍhapada. The 
third frame contains fragments in Sanskrit in Pracalit script. 
Ill. 23: Folio with three figures: two in ālīḍhapada (fig. 40 and 42), and one in pratyālīḍhapada 
(fig. 41). 
Ill. 24: Folio with three figures: One in pratyālīḍhapada (fig. 43), one in maṇḍalapada (fig. 44) and 
one in ālīḍhapada (fig. 45). 
Ill. 25: Folio with two figures in pratyālīḍhapada (fig. 46) and maṇḍalapada (fig. 47). The third frame 
includes fragments in Sanskrit in Pracalit script. 
Ill. 26: Folio with three figures: two in samapada (figs. 48 and 49), and one in pratyālīḍhapada (fig. 50). 
Ill. 27: Folio with three figures in maṇḍalapada (fig. 51), pratyālīḍhapada (fig. 52) and vaiśākhapada 
(fig. 53). 
Ill. 28: Folio with three figures. Figure 54 takes the ālīḍhapada, and figure 55 the vaiśākhapada. The 
posture in fig. 56 is unidentified because the folio is damaged. 
Ill. 29: Folio with two figures in ālīḍhapada (fig. 57) and pratyālīḍhapada (fig. 58). The first frame 
includes a fragment in Sanskrit in Pracalit script. 
Ill. 30: Folio with three figures. Figure 59 takes the pratyālīḍhapada and figure 60 the ālīḍhapada. The 
posture in fig. 61 is unidentified because the folio is damaged. 
Ill. 31: Folio with three figures. Figures 62 and 63 take the pratyālīḍhapada. The posture in fig. 64 is 
unidentified because the folios is damaged. 
Ill. 32: Damaged folio with a Sanskrit text in Pracalit script. 
Ill. 33: Folio divided into two frames. The first frame contains a text in Sanskrit in Pracalit script. The 
second frame was left blank. 
Ill. 34: Folio with a text in Nepālbhāṣā in Pracalit script. 
Ill. 35: Folio with a text in Nepālbhāṣā in Pracalit script. 
Ill. 36: Folio with a text in Nepālbhāṣā in Pracalit script. 
Ill. 37: Folio with two figures in vajraparyaṅkāsana: the cosmic Buddhas Vairocana (fig. 65) and 
Akṣobhya (fig. 66). The first frame carries an unidentified note. 
Ill. 38: Folio with three figures in vajraparyaṅkāsana: the cosmic Buddhas Ratnasambhava (fig. 67), 
Amitābha (fig. 68) and Amoghasiddhi (fig. 69). 
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Ill. 39: Folio with three figures in padmāsana (fig. 70), including the Offering Goddesses Vajralāsyā 
(fig. 71) and Vajramālā (fig. 72). 
Ill. 40: Folio with three figures in padmāsana: the Offering Goddesses Vajragītā (fig. 73), Vajranṛtyā 
(fig. 74) and Vajradhūpā (fig. 75). 
Ill. 41: Folio with three figures in padmāsana: the Offering Goddesses Vajrapuṣpā (fig. 76), Vajradīpā 
(fig. 77) and Vajragandhā (fig. 78). 
Ill. 42: Folio with three figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrasattva (fig. 79), 
Vajrarāja (fig. 80) and Vajrarāga (fig. 81). 
Ill. 43: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrasādhu (fig. 82), 
Vajraratna (fig. 83), Vajratejas (fig. 84), Vajraketu (fig. 85). 
Ill. 44: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrahāsā (fig. 86), 
Vajradharma (fig. 87), Vajratīkṣna (fig. 88) and Vajrahetu (fig. 89). 
Ill. 45: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrabhāṣa (fig. 90), 
Vajrakarman (fig. 91), Vajrarakṣa (fig. 92) and Vajrayakṣa (fig. 93). 
Ill. 46: Folio with four figures: one in sattvaparyaṅkāsana (Vajrasaṃdhi; fig. 94) and three in 
bhadrāsana: the Bodhisattvas Maitreya (fig. 95), Amoghadarśin (fig. 96) and Sarvāpāyañjaha 
(fig. 97). 
Ill. 47: Folio with four figures in bhadrāsana: the Bodhisattvas Sarvaśokatamonirghātamati (fig. 98), 
Gandhahastin (fig. 99), Śūraṅgama (fig. 100) and Gagaṇagañja (fig. 101). 
Ill. 48: Folio with four figures in bhadrāsana: the Bodhisattvas Jñānaketu (fig. 102), Amitaprabha 
(fig. 103), Candraprabha (fig. 104) and Bhadrapāla (fig. 105). 
Ill. 49: Folio with four figures in bhadrāsana: the Bodhisattvas Jāliniprabha (fig. 106), Vajragarbha 
(fig. 107), Akṣayamati (fig. 108), Pratibhānakūṭa (fig. 109). 
Ill. 50: Folio with one figure in bhadrāsana (Samantabhadra; fig. 110) and two figures in vīrāsana: the 
guardians Vajrāṅkuśa (fig. 111) and Vajrapāśa (fig. 112). 
Ill. 51: Folio with two figures in vīrāsana: the guardians Vajrasphoṭa (fig. 113) and Vajrāveśa (fig. 114); 
and one figure in utkuṭāsana, probably the messenger (dūta) Vajramuṣala (fig. 115). 
Ill. 52: Folio with three figures in utkuṭāsana, presumably the messengers (dūta) Vajrānila (fig. 116), 
Vajrānala (fig. 117) and Vajrabhairava (fig. 118). 
Ill. 53: Folio with three figures in utkuṭāsana. Fig. 120 probably illustrates the female messenger (dūtī) 
Vajradūtī and fig. 121 Vegavajriḥī. The identity of fig. 119 is unclear. 
Ill. 54: Folio with three figures in utkuṭāsana, probably illustrating the female messengers (dūtī) 
Vajrajvālā (fig. 122), Vajravikaṭā (fig. 123) and the servant (ceṭa) Vajrāṅkuśa (fig. 124). 
Ill. 55: Folio with three figures in utkuṭāsana, probably illustrating the servants (ceṭa) Vajrakāla 
(fig. 125), Vajravināyaka (fig. 126), Nāgavajra (fig. 127). 
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Ill. 56: Folio with three figures in utkuṭāsana, probably illustrating the female servants (ceṭī) 
Vajramukhī (fig. 128), Vajrakālī (fig. 129), and Vajrapūtanā (fig. 130). 
Ill. 57: Folio with one figure in utkuṭāsana, probably the female servant (ceṭī) Vajramakarī (fig. 131),  
and two figures in lalitāsana, probably illustrating the lokapālas Indra (fig. 132) and Agni 
(fig. 133). 
Ill. 58: Folio with four figures in lalitāsana, probably illustrating the lokapālas Yama (fig. 134), 
Naiṛrtya (fig. 135), Varuṇa (fig. 136), and Vāyu (fig. 137). 
Ill. 59: Folio with four figures in lalitāsana, probably illustrating the lokapālas Kubera (fig. 138), 
Maheśvara (fig. 139), Sūrya (fig. 140) and Candra (fig. 141).  
Ill. 60: Folio with four figures in lalitāsana, probably illustrating the lokapālas Brahmā (fig. 142), 
Vemacitra/Vemacitrin (fig. 143), Pṛthivī (fig. 144) and Adhonāga (fig. 145). 
Ill. 61: Folio with three unidentified figures in svastikāsana, the final one showing the 
parāṅmukhamudrā (fig. 148). The diagram in the third frame mentions the ingredients of a 
pañcagavya offering in Nepālbhāṣā. The damaged folio that follows records a historical event in 
Nepālbhāṣā in Pracalit script. 
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11. Glossary 
 
 
The translations, mostly of Sanskrit terms, are derived from Monier-Williams’ dictionary 
([1899] 2012). Terms in Nepālbhāṣā were given as transcribed in the secondary sources used in this 
thesis. When in Nepālbhāṣā, the abbreviation (Nw.) precedes the explanation or translation of the term.  
 
abhaya mudrā. The hand gesture of fearlessness.  
abhinaya. A gesture, dramatic action. 
abhiṣeka. In the Kriyāsaṃgraha text, the term indicates an empowerment ritual. 
ācārya. A spiritual teacher. In the Kriyāsaṃgraha, the term refers to a ritual master, practitioner. 
āgaṃ cheṅ. The ‘secret’, tantric shrine in a Newar monastery of the bāhāḥ type. 
ahaṃkara. The individuality or self-consciousness of a deity.  
ahorātrapūjā. A ceremony including various sub-rituals, such as a fire sacrifice (homa), that extends 
over several days and nights, for the consecration of the receptacles of deities, Buddhas and 
Bodhisattvas, e.g. statues, paintings and caityas. A padasādhana is performed during one of the 
nights.  
ākṣepa. A movement including different parts of the body. In the Kriyāsaṃgraha text, the posture or 
movement of fierce deities. 
ālīḍhapada. A standing posture assumed during a padasādhana, in which the right leg is extended to 
the right of the body, resting on the heel. 
amṛtakalaśa. A ‘vessel of amṛta’, the elixir of life. 
añjali mudrā. The hand gesture of adoration or worship. 
aṅkuśa. A goad. 
āsana. A seated posture. 
asura. A demon or demi-god. 
bāhāḥ. (Nw.) A type of Newar Buddhist monastery, hosting married Vajrācārya priests and including 
a tantric shrine (āgaṃ cheṅ). It is different from a bāhī, the type of Newar monastery that used to 
host a celibate monastic community, e.g. in its architectural construction. 
Bhadrakalpa. ‘Auspicious eon.’ One of the ‘great eons’ (mahākalpa) or cyclic time periods in 
Buddhist cosmology. A Bhadrakalpa is characterised by the appearance of Buddhas and according 
to scriptures lasts ca. 236 million years.  
bhadrāsana. The ‘posture of auspiciousness’, a seated posture on, e.g. a throne. 
bhīmarathārohaṇa. An old-age ritual (Nw. jyā jaṃko) celebrated by Newars at the age of 77 years, 7 
months and 7 days. 
bhūmisparśa mudrā. The earth-touching gesture. 
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Bodhisattva. A being that postpones its own attainment of enlightenment in order to liberate all sentient 
beings. This vow of the Bodhisattva is a central concern in Mahāyāna forms of Buddhism. 
bodhyagrī mudrā. The hand gesture of enlightenment. 
caitya. A temple or stūpa, which can also be used as a votive gift. It is an equivalent term for stūpa in 
a Newar context, e.g. when referring to the Svayambhū Mahācaitya (‘Great caitya’). 
cakra. A disc or wheel. 
caryā. (Nw. cacā). In a traditional, Newar Buddhist context, caryā refers to a set of practices including 
dance, music and singing, as part of a ritual procedure, usually of an esoteric nature. 
caturmukhādhiṣṭhānābhinaya. The ‘gesture of the position in the four directions’, described in the 
Kriyāsaṃgraha. 
ceṭa. A male servant. A group of ‘converted’ Hindu deities featuring in the Trilokacakramahāmaṇḍala, 
Sarvavajrakulamaṇḍala and Sarvavajrakuladharmasamayamaṇḍala described in the 
Sarvatathāgatatattvasaṃgraha text. They are Vajrāṅkuśa, Vajrakāla, Vajravināyaka and Nāgavajra. 
ceṭī. A female servant. A group of ‘converted’ Hindu goddesses featuring under the name ‘vajraceṭī’ in 
the Sarvavajrakulakarmamaṇḍala described in the Sarvatathāgatatattvasaṃgraha. They are 
Vajramukhī, Vajrakālī, Vajrapūtanā, and Vajramakarī. 
choṭikābhinaya. The gesture of ‘snapping the thumb and forefinger’, described in the Kriyāsaṃgraha. 
Citrakār. (Nw. Puṃ). A surname denoting affiliation with the hereditary group (jāti) of painters in 
Newar society. Citrakārs traditionally practice the profession of painters of religious images. 
dakṣiṇācārya. The ritual master of the southern direction. He is one of the ‘masters of the directions’ 
(digācārya) who perform the padasādhana.  
daṇḍa. A stick, staff. 
daśa karma. The ‘ten rites’, referred to as ‘daśa kriyāḥ’ in the Kriyāsaṃgraha. The ten rites correspond 
to the Brahmanical life-cycle rituals (saṃskāra) and are prescribed as part of Buddhist consecration 
rituals (pratiṣṭhā) in the Kriyāsaṃgraha. 
Daśa Sthavira Āju. The ‘Ten Elders of Highest Esteem’. They belong to specific Newar monasteries 
(bāhāḥ) in the Kathmandu valley, such as Kvā Bāhāḥ in Patan. They preserve and transmit the ritual 
lineage of a particular monastery. 
Dharmadhātu maṇḍala. The maṇḍala established in the platform used during the recent padasādhana 
in Sankhu.  
Dharmadhātuvāgīśvara maṇḍala. A maṇḍala described in Chapter 21 of the Niṣpannayogāvālī text. 
The maṇḍala includes deities that also feature in the Vajradhātumaṇḍala and are commonly 
depicted in Newar arts and invoked during rituals.  
dharmaśaṅkha. A ‘dharma-conch’. 
dhotī. A type of garment draped around the hips, often worn by deities, cosmic Buddhas and 
Bodhisattvas in Nepalese art works. 
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dhvaja. A banner. 
dhyāna mudrā. The hand-gesture of meditative equipoise.  
digācārya. A ‘master of the directions’, including a pūrvācārya, dakṣiṇācārya, paścimācārya and 
uttarācārya. Sarvagya Ratna Bajracharya used this term when referring to the masters who 
performed the recent padasādhana in Sankhu.  
Durgatipariśodhana maṇḍala. A maṇḍala described in Chapter 22 of the Niṣpannayogāvālī text. The 
deities of this maṇḍala often feature in Newar Buddhist rituals.  
dūta. A male messenger. A group of ‘converted’ Hindu deities featuring in the 
Trilokacakramahāmaṇḍala, Sarvavajrakulamaṇḍala and Sarvavajrakuladharmasamayamaṇḍala 
described in the Sarvatathāgatatattvasaṃgraha. They are Vajramusala, Vajrānila, Vajrānala and 
Vajrabhairava. 
dūtī. A female messenger. A group of ‘converted’ Hindu goddesses featuring under the name 
‘vajradūtī’ in the Sarvavajrakulakarmamaṇḍala described in the Sarvatathāgatatattvasaṃgraha. 
They are Vajradūtī, Vegavajriḥī, Vajrajvālā, and Vajravikaṭā. 
ekapada. A standing posture assumed during a padasādhana, in which the body rests on the left leg 
while the right leg is bent inwardly. 
ekaśūcikavajrapada. A dynamic posture, including three steps, performed during a padasādhana. 
gadā. A club. 
ghaṇṭā. A bell. A vajra and bell are the characteristic implements of a Vajrācārya during the 
performance of rituals. 
ghaṭanāvālī. A type of historical document from the Kathmandu valley. It consists of unstructured notes 
in vernacular Nepālbhāṣā, usually written in manuscripts of the folding-book (thyāsaphū) format. 
They were mostly written by ritual masters and mention the sponsorship and procedures of ritual 
events and happenings at shrines of popular deities, such as the Vajrayoginī Temple in Sankhu (Sako 
Chronicle) or the Svayambhūcaitya. 
guru. A spiritual master or teacher.  
harita. Green. 
homa. (Nw. mi chuya). A fire sacrifice.  
jātapada. A standing posture assumed during a padasādhana. The posture is described in the 
Kriyāsamuccaya and Vajrāvalī texts, but not in the Kriyāsaṃgraha. 
jvālaratna. A flaming jewel. 
jyā jaṃko. (Nw.) An old-age ritual, e.g. the Bhīmarathārohaṇa. 
kalaśa. A water vessel used during rituals to invoke deities, usually painted with symbols of deities. 
karmācārya. The master of the ritual. One of the ritual masters of the padasādhana as described in the 
Kriyāsaṃgraha. 
kavaca. A chainmail or cuirass.  
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ketu. A flag, banner. 
khaḍga. A sword. 
kṛṣṇa. Dark blue, black. 
Kumārī Pūjā. A sub-ritual of the ahorātrapūjā, during which a virgin girl is worshipped as a living 
goddess (Kumārī).  
kūrmapada. A standing posture assumed during a padasādhana, in which the feet are joined and 
pointing to the left of the body. 
lalitāsana. The ‘posture of ease.’ A seated posture in which the left knee is raised, while the right leg 
rests in front of the body, or vice versa. 
Mahābodhisattva. A ‘great Bodhisattva.’ A group of sixteen Mahābodhisattvas features in the 
Vajradhātumaṇḍala.  
mahākrodha. Greatly wrathful, the temperament of certain deities embodied during the padasādhana. 
Mahāyāna. The ‘Great Vehicle’. A branch of Buddhism, marked by the development of scriptures in 
which the ideal of the Bodhisattva and a recognition of the emptiness (śunyatā) of all dependently 
arisen phenomena are of central concern. Mahāyāna doctrines first developed around the 
1st century BCE in the northern part of the Indian subcontinent.  
mālā. A garland. 
maṇḍala. A ritual implement representing a group of deities, Buddhas and/or Bodhisattvas. It usually 
follows a geometric composition of an outer circle including a square, representing from a bird’s 
eye view a palace with four gates in the cardinal directions. It can be established with various 
techniques and materials, including paint, rice flour and stone. The term also refers to a meaningful 
group of deities, Buddhas and/or Bodhisattvas, without indicating a material receptacle. 
maṇḍalapada. A standing posture assumed during a padasādhana, in which the legs are slightly bent 
outwardly.  
maṇḍalapraveśa. The entrance into a maṇḍala. A ritual marking the beginning of the series of nine 
empowerments (abhiṣeka), following on the ‘ten rites’ (daśa karma) in the pratiṣṭhā section of the 
Kriyāsaṃgraha. 
mantra. A sacred formula recited to invoke a particular deity, Buddha or Bodhisattva. It is an essential 
element of tantric rituals and sādhana performances. 
Mhāsukhvāḥ Māju. (Nw. ‘Yellow-Faced Mother’). The statue of Vajrayoginī used during processions 
in Sankhu. 
mudrā. A hand gesture. In a wider sense, mudrā includes postures and movements of the entire body, 
such as tilting the head. A mudrā enables a ritual practitioner to embody the enlightened qualities 
of a particular deity, Buddha or Bodhisattva.  
mukhaḥ. (Nw.) See mukuṭa. 
mukuṭa. A crown. 
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mūlācārya. The principal master of the padasādhana, also called pradhānācārya. 
nāga. A snake or mythical snake-being. 
nāyaka. The central deity of a maṇḍala.  
netrāmbhoja. A lotus flower with an eye on top. 
nīla. Blue.  
nīlotpala. A blue lily flower. 
nirmāṇakāya. ‘Emanation body’ or ‘transformation body’. One of the three bodies of the Buddha, 
according to Mahāyāna teachings. This body is said to be able to appear in any form, such as 
animate beings (humans and animals) and inanimate receptacles, e.g. statues. 
pada. A standing posture. 
padasādhana. ‘The accomplishment - or choreography - of the steps.’ An esoteric ritual including series 
of standing, seated and squatting postures (pada; āsana), to be performed by Vajrācāryas in 
combination with gestures (abhinaya; mudrā; ākṣepa) and the recitation of mantras. It has 
functioned as a sub-ritual of larger ceremonies for empowerment (abhiṣeka) and consecration 
(pratiṣṭhā). 
padmāsana. The ‘lotus-posture.’ The right leg is crossed over the left leg, with the feet tucked under 
the body. 
Pañcadāna. A Newar festival, held once every year in Patan and Kathmandu, during which Śākyas and 
Vajrācāryas receive alms including, for instance, uncooked rice, lentils, salt, sacred threads and 
money. 
pañcasūcikavajrapada. A dynamic posture, including multiple steps, assumed during a padasādhana. 
pāṇigrahaṇa. The wedding ritual, one of the ten life-cycle rituals (saṃskāra). 
pañjara. A net, cage. 
parikramavidhi. The ritual circumambulation of a site to purify it from obstacles before the 
establishment of a maṇḍala, as outlined in the sixth chapter of the Kriyāsaṃgraha. 
pāśa. A noose. 
paścimācārya. The master of the western direction, one of the performing masters in a padasādhana. 
paubhā. (Nw.) A scroll-painting, resembling the format of a Tibetan thang ka. The central scene 
generally displays Buddhist or Hindu deities or a maṇḍala. A paubhā typically displays a lower 
register beneath such scenes with illustrations of the donors of the painting, attending a fire sacrifice 
(homa). 
pīta. Yellow. 
pothi. A format of a manuscript consisting of loose folios.  
pradhānācārya. See mūlācārya.  
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Prajñā. The Prajñā (‘Wisdom’) goddesses Locanā, Māmakī, Pāṇḍuravāsinī and Tārā are associated to 
the four cosmic Buddhas. They feature, for instance, in the Dharmadhātuvāgīśvara maṇḍala in the 
Niṣpannayogāvālī. 
pratiṣṭhā. Consecration. In the Kriyāsaṃgraha the term indicates the abiding of a deity in a receptacle, 
but also the ritual performance itself. In a contemporary setting, pratiṣṭhā refers to both the entire 
consecration ceremony and the particular rite of fixation, as carried out by Newar Buddhists. 
prativikaṭapada. See jātapada. 
pratyājātapada. See jātapada. 
pratyālīḍhapada. A standing posture assumed during a padasādhana, in which the left leg is extended 
to the left of the body, the heel resting on the ground. 
pūjā. Worship. 
Puṃ. (Nw.) See Citrakār. 
pūrṇakalaśa. An overflowing vase of plenty. 
pūrvācārya. The master of the eastern direction, one of the performing masters in a padasādhana. 
pvatāy cuṅ. (Nw.) A yellowish powder derived from rock.  
rāga. A melody. 
rakta. Red. 
ratna. A jewel. 
ratnamañjarī. A ‘cluster of jewel-blossoms’. 
sādhana. ‘Accomplishment’. A tantric ritual consisting of recitation, the performance of gestures 
(mudrās) and the visualisation of deities with complex iconographies. The aim of the practice is to 
transform the body, speech and mind of the practitioner into that of a Buddha, Bodhisattva or 
Buddhist deity and to familiarise him- or herself with the empty nature (śunyatā) of all conditioned 
phenomena.  
sādhukāradānābhinaya. The gesture of approval, performed by flicking the thumbs. 
samādhi. A state of meditative absorption. 
samapada. A standing posture assumed during a padasādhana, in which the two feet are placed next 
to each other, the toes pointing forwards. 
saṃskāra. A Life-cycle ritual. Ten such rituals have been performed at particular junctures in the life 
of traditional Brahmins, such as birth and marriage (pāṇigrahaṇa). These rituals were taken over 
by Buddhists from the Kathmandu valley around the 11th century CE and incorporated into 
consecration rituals (pratiṣṭhā), as described in the Kriyāsaṃgraha. 
śaṅkha. A conch-shell. 
Sarvavajrakuladharmasamayamaṇḍala. A maṇḍala described in the Sarvatathāgatatattvasaṃgraha, 
that mainly includes Hindu deities that were ‘converted’ by Vajrapāṇi and wrathful manifestations 
of deities in the Vajradhātumaṇḍala. 
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Sarvavajrakulakarmamaṇḍala. See Sarvavajrakuladharmasamayamaṇḍala. 
Sarvavajrakulamaṇḍala. See Sarvavajrakuladharmasamayamaṇḍala. 
sattvaparyaṅkāsana. A seated posture in which the right, folded leg rests on the left, folded leg. 
sita. White. 
śloka. A Sanskrit verse or stanza in a particular kind of metre. 
stotra. A eulogy, hymn of praise. 
stūpa. A dome-shaped monument, originally containing the relics of the Buddha or Buddhist saints. Its 
miniature form also serves as a votive offering. See caitya. 
suvarṇa. Gold. 
svastikāsana. A seated posture in which the soles of the feet are joined in front of the body. 
śveta. White. 
tāla. A rhythm. 
Tantra. In Buddhism, the term refers to a genre of text exposing esoteric teachings, including mantras, 
maṇḍalas, hand gestures (mudrā), and describing empowerment rituals (abhiṣeka), fire sacrifices 
(homa), feats (gaṇacakra). The aim of these teachings is to gain mundane and super-mundane 
powers (siddhi). See tantric. 
tantric. Related to a genre of texts, Tantra, pertaining to Vajrayāna Buddhism. The rituals include 
sādhana practices, mantra recitation, symbolic hand gestures (mudrā), the visualisation of deities, 
Buddhas and Bodhisattvas, and the construction and use of maṇḍalas. Buddhist tantric practices 
developed around the 7th century CE in Northeast India and later spread to various regions in South 
and Southeast Asia, as far as Japan.  
thyāsaphū. (Nw.) The folding-book type of manuscript. Newar ritual manuals from the Malla period 
(1482-1769 CE) generally follow this type. 
Trilokacakramahāmaṇḍala. See Sarvavajrakuladharmasamayamaṇḍala. 
triratna. Here a three-lobed gem, an attribute of the Bodhisattva Gagaṇagañja.  
triśūcikavajrapada. A dynamic posture, including multiple steps, performed during a padasādhana. 
upadhyāya. A Vajrācārya who assists the officiating ritual master(s). He handles the manuscripts, 
recites the Sanskrit liturgy and provides the main masters with instructions on the ritual actions. 
uṣṇīṣa. A cranial protuberance. 
utkuṭāsana. A squatting posture. 
uttarācārya. The master of the northern direction, one of the performing masters in a padasādhana. 
uttarīya. An upper garment. 
vaiśākhapada. A standing posture assumed during a padasādhana, in which the legs are spread.  
vajra. A Buddhist ritual implement, employed during Vajrayāna rituals. 
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Vajrācārya. A ‘vajra-master’; A Newar ritual master belonging to an endogamous group. Boys born 
into this group undergo an additional initiation ritual, the ācārya-abhiṣeka, to become entitled to 
perform tantric ceremonies, such as a fire sacrifice (homa). 
vajraceṭī. See ceṭī. 
Vajradhātumaṇḍala. A maṇḍala of which the core deities, consisting of the cosmic Buddhas 
Vairocana, Akṣobhya, Ratnasambhava, Amoghasiddhi, Amitābha and their female counterparts, 
Vajrī goddesses, served as a blue-print in the development of Vajrayāna artistic expressions and 
ritual systems. The earliest, preserved description of the maṇḍala appears in the 
Sarvatathāgatatattvasaṃgraha.  
vajradūtī. See dūtī.  
vajraparyaṅkāsana. A seated posture, in which the right leg is crossed over the left leg. 
Vajrayāna. The ‘Way of the vajra’. A branch of Buddhism, that developed out of Mahāyāna doctrines, 
characterised by complex and, often esoteric, rituals (see tantric). Vajrayāna developed around the 
7th century CE in Northeast India. 
Vajrī. The Vajrī goddesses Sattvavajrī, Ratnavajrī, Dharmavajrī and Karmavajrī feature in the centre 
of the Vajradhātumaṇḍala with the cosmic Buddhas. 
varada mudrā. The gesture of bestowing. 
vidhi. A ritual manual. See also vidhāna. 
vidhāna. A ritual manual. 
vihāra.  A Buddhist monastery. 
vikaṭapada. See jātapada.  
vīṇā. A musical instrument with seven strings fixed on a long board with a gourd at each of its ends. 
vīrāsana. The ‘heroic posture’. A seated posture, in which the right knee is raised to the side of his 
body, which rests on the left knee. 
viśvavajra. A double vajra. 
viśvavajrapada. A dynamic posture, including multiple steps, performed during a padasādhana. 
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13. Illustrations of manuscript CP1  
from the Royal Library, Copenhagen 
	  
	  
The photographs of manuscript CP1196 maintain the order of the roman numbers, added in pencil in the 
upper left corners of the folios.  
 
 
	  
	  
Ill. 1: The first two preserved folios of manuscript CP1 were left blank. 
  
	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  	  
196 The photographs were included with permission from the Royal Library in Copenhagen (pers. comm. with 
Eva-Maria Jansson, September 23, 2019). 
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Ill. 2: Folio with three figures: one in ālīḍhapada (Vajrāṅkuśa; fig. 1), one in pratyālīḍhapada  
(Vajrapāśa; fig. 2), and one in vaiśākhapada (Vajrasphoṭa; fig. 3). 
 
 
 
 
 
 
	  
	  
Ill. 3: Folio with two figures: one in maṇḍalapada (Vajrāveśa; fig. 4) and one in samapada  
(Vajrasattva; fig. 5). The third frame contains Sanskrit fragments. 
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Ill. 4: Folio with two figures: one in kūrmapada (Vajrapātāla; fig. 6)  
and one in ekapada (Uṣṇīṣacakravartin; fig. 7). 
 
 
 
 
 
	  
	  
Ill. 5: Folio with three figures. Fig. 8 assumes the kūrmapada, and figs. 9 and 10 the vaiśākhapada.	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Ill. 6: Folio with three figures. The postures in figs. 11 and 12 are unidentified.  
Fig. 13 takes the ālīḍhapada. 
 
 
 
 
 
	  
	  
Ill. 7: Folio with three figures: one in ālīḍhapada (fig. 14), one in samapada (fig. 15)  
and one in jātapada (fig. 16). Note the gap between the frames of figs. 15 and 16 to visually mark  
the end and start of a different group of figures. 
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Ill. 8: Folio with three figures: one in pratyājātapada (fig. 17), one in vikaṭapada (fig. 18)  
and one in prativikaṭapada (fig. 19). 
	  
	  
	  
	  
	  
	  
	  
Ill. 9: Folio with an empty frame and a Sanskrit text in Pracalit script. 
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Ill. 10: Folio with a Sanskrit text in Pracalit script. 
	  
	  
	  
	  
	  
	  
	  
Ill. 11: Folio with a Sanskrit text in Pracalit script. 
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Ill. 12: Folio with a Sanskrit text in Pracalit script. 
 
	  
	  
	  
	  
	  
	  
Ill. 13: Folio with a Sanskrit text in Pracalit script. 
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Ill. 14: Folio with a Sanskrit text in Pracalit script. 
	  
	  
	  
	  
	  
	  
	  
Ill. 15: Folio with a Sanskrit text in Pracalit script. 
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Ill. 16: Folio with three figures: one in ālīḍhapada (fig. 20), one in pratyālīḍhapada (fig. 21)  
and one in vaiśākhapada (fig. 22). 
	  
	  
	  
	  
	  
	  
	  
Ill. 17: Folio with three figures: one in maṇḍalapada (fig. 23), one in samapada (fig. 24)  
and one in kūrmapada (fig. 25). 
	  
	  
	  
	  
 156 
	  
	  
Ill. 18: Folio with three figures: one in ekapada (fig. 26), one in jātapada (fig. 27),  
and one in pratyājātapada (fig. 28). 
	  
	  
	  
	  
	  
	  
	  
Ill. 19: Folio with three figures. Fig. 29 takes the vikaṭapada and fig. 30 the prativikaṭapada.  
The posture of fig. 31 suggests the samapada. 
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Ill. 20: Folio with three figures: two in pratyālīḍhapada (fig. 32 and 34),  
and one in maṇḍalapada (fig. 33). 
 
 
 
 
 
	  
	  
Ill. 21: Folio with three figures in samapada (fig. 35), ālīḍhapada (fig. 36) and maṇḍalapada (fig. 37). 
Fig. 37 shows the caturmukhādhiṣṭhānābhinaya in the maṇḍalapada. 
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Ill. 22: Folio with two figures. The posture in fig. 38 is unidentified. Fig. 39 takes the ālīḍhapada.  
The third frame contains fragments in Sanskrit in Pracalit script.	  	  
	  
	  
	  
	  
	  
	  
	  
Ill. 23: Folio with three figures: two in ālīḍhapada (fig. 40 and 42), and one in pratyālīḍhapada (fig. 41). 
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Ill. 24: Folio with three figures in pratyālīḍhapada (fig. 43), maṇḍalapada (fig. 44)  
and ālīḍhapada (fig. 45). 
	  
	  
	  
	  
	  
	  
	  
Ill. 25: Folio with two figures in pratyālīḍhapada (fig. 46) and maṇḍalapada (fig. 47).  
The third frame includes fragments in Sanskrit in Pracalit script.	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Ill. 26: Folio with three figures: two in samapada (figs. 48 and 49), and one in pratyālīḍhapada (fig. 50). 
.	  
	  
	  
	  
	  
	  
	  
Ill. 27: Folio with three figures in maṇḍalapada (fig. 51), pratyālīḍhapada (fig. 52)  
and vaiśākhapada (fig. 53). 
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Ill. 28: Folio with three figures. Figure 54 takes the ālīḍhapada, and figure 55 the vaiśākhapada.  
The posture in fig. 56 is unidentified because the folio is damaged. 
	  
	  
	  
	  
	  
	  
	  
Ill. 29: Folio with two figures in ālīḍhapada (fig. 57) and pratyālīḍhapada (fig. 58).  
The first frame includes a fragment in Sanskrit in Pracalit script. 
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Ill. 30: Folio with three figures. Figure 59 takes the pratyālīḍhapada and figure 60 the ālīḍhapada.  
The posture in fig. 61 is unidentified because the folio is damaged. 
	  
	  
	  
	  
	  
	  
	  
Ill. 31: Folio with three figures. Figures 62 and 63 take the pratyālīḍhapada.  
The posture in fig. 64 is unidentified because the folios is damaged. 
. 
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Ill. 32: Damaged folio with a Sanskrit text in Pracalit script. 
	  
	  
	  
	  
	  
	  
	  
Ill. 33: Folio divided into two frames. The first frame contains a text in Sanskrit in Pracalit script.  
The second frame was left blank. 
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Ill. 34: Folio with a text in Nepālbhāṣā in Pracalit script. 
	  
	  
	  
	  
	  
	  
	  
Ill. 35: Folio with a text in Nepālbhāṣā in Pracalit script. 
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Ill. 36: Folio with a text in Nepālbhāṣā in Pracalit script. 
	  
	  
	  
	  
	  
	  
	  
Ill. 37: Folio with two figures in vajraparyaṅkāsana: the cosmic Buddhas Vairocana (fig. 65)  
and Akṣobhya (fig. 66). The first frame carries an unidentified note. 
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Ill. 38: Folio with three figures in vajraparyaṅkāsana: the cosmic Buddhas Ratnasambhava (fig. 67), 
Amitābha (fig. 68) and Amoghasiddhi (fig. 69). 
	  
	  
	  
	  
	  
	  
	  
Ill. 39: Folio with three figures in padmāsana (fig. 70), including the Offering Goddesses  
Vajralāsyā (fig. 71) and Vajramālā (fig. 72). 
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Ill. 40: Folio with three figures in padmāsana: the Offering Goddesses Vajragītā (fig. 73),  
Vajranṛtyā (fig. 74) and Vajradhūpā (fig. 75). 
	  
	  
	  
	  
	  
	  
	  
Ill. 41: Folio with three figures in padmāsana: the Offering Goddesses Vajrapuṣpā (fig. 76),  
Vajradīpā (fig. 77) and Vajragandhā (fig. 78). 
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Ill. 42: Folio with three figures in sattvaparyaṅkāsana: the Mahābodhisattvas  
Vajrasattva (fig. 79), Vajrarāja (fig. 80) and Vajrarāga (fig. 81). 
	  
	  
	  
	  
	  
	  
	  
Ill. 43: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrasādhu (fig. 82), 
Vajraratna (fig. 83), Vajratejas (fig. 84), Vajraketu (fig. 85). 
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Ill. 44: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrahāsā (fig. 86), 
Vajradharma (fig. 87), Vajratīkṣna (fig. 88) and Vajrahetu (fig. 89). 
 
 
 
 
	  
	  
	  
Ill. 45: Folio with four figures in sattvaparyaṅkāsana: the Mahābodhisattvas Vajrabhāṣa (fig. 90), 
Vajrakarman (fig. 91), Vajrarakṣa (fig. 92) and Vajrayakṣa (fig. 93). 
.	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Ill. 46: Folio with four figures: one in sattvaparyaṅkāsana (Vajrasaṃdhi; fig. 94) and three in bhadrāsana: 
the Bodhisattvas Maitreya (fig. 95), Amoghadarśin (fig. 96) and Sarvāpāyañjaha (fig. 97). 
	  
	  
	  
	  
	  
	  
	  
Ill. 47: Folio with four figures in bhadrāsana: the Bodhisattvas Sarvaśokatamonirghātamati (fig. 98), 
Gandhahastin (fig. 99), Śūraṅgama (fig. 100) and Gagaṇagañja (fig. 101). 
	  
	  
	  
	  
	  
 171 
	  
	  
Ill. 48: Folio with four figures in bhadrāsana: the Bodhisattvas Jñānaketu (fig. 102),  
Amitaprabha (fig. 103), Candraprabha (fig. 104) and Bhadrapāla (fig. 105). 
	  
	  
	  
	  
	  
	  
	  
Ill. 49: Folio with four figures in bhadrāsana: the Bodhisattvas Jāliniprabha (fig. 106),  
Vajragarbha (fig. 107), Akṣayamati (fig. 108), Pratibhānakūṭa (fig. 109). 
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Ill. 50: Folio with one figure in bhadrāsana (Samantabhadra; fig. 110) and two figures in vīrāsana:  
the guardians Vajrāṅkuśa (fig. 111) and Vajrapāśa (fig. 112). 
	  
	  
	  
	  
	  
	  
	  
Ill. 51: Folio with two figures in vīrāsana: the guardians Vajrasphoṭa (fig. 113) and Vajrāveśa (fig. 114); 
and one figure in utkuṭāsana, probably the messenger (dūta) Vajramuṣala (fig. 115). 
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Ill. 52: Folio with three figures in utkuṭāsana, presumably the messengers (dūta)  
Vajrānila (fig. 116), Vajrānala (fig. 117) and Vajrabhairava (fig. 118). 
	  
	  
	  
	  
	  
	  
	  
Ill. 53: Folio with three figures in utkuṭāsana. Fig. 120 probably illustrates  
the female messenger (dūtī) Vajradūtī and fig. 121 Vegavajriḥī. The identity of fig. 119 is unclear. 
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Ill. 54: Folio with three figures in utkuṭāsana, probably illustrating the female messengers (dūtī)  
Vajrajvālā (fig. 122), Vajravikaṭā (fig. 123) and the servant (ceṭa) Vajrāṅkuśa (fig. 124). 
	  
	  
	  
	  
	  
	  
	  
Ill. 55: Folio with three figures in utkuṭāsana, probably illustrating the servants (ceṭa)  
Vajrakāla (fig. 125), Vajravināyaka (fig. 126), Nāgavajra (fig. 127). 
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Ill. 56: Folio with three figures in utkuṭāsana, probably illustrating the female servants (ceṭī)  
Vajramukhī (fig. 128), Vajrakālī (fig. 129), and Vajrapūtanā (fig. 130). 
	  
	  
	  
	  
	  
	  
	  
Ill. 57: Folio with one figure in utkuṭāsana, probably the female servant (ceṭī) Vajramakarī (fig. 131),  
and two figures in lalitāsana, probably illustrating the lokapālas Indra (fig. 132) and Agni (fig. 133). 
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Ill. 58: Folio with four figures in lalitāsana, probably illustrating the lokapālas Yama (fig. 134),  
Naiṛrtya (fig. 135), Varuṇa (fig. 136), and Vāyu (fig. 137). 
	  
	  
	  
	  
	  
	  
	  
Ill. 59: Folio with four figures in lalitāsana, probably illustrating the lokapālas  
Kubera (fig. 138), Maheśvara (fig. 139), Sūrya (fig. 140) and Candra (fig. 141).  
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Ill. 60: Folio with four figures in lalitāsana, probably illustrating the lokapālas Brahmā (fig. 142), 
Vemacitra/Vemacitrin (fig. 143), Pṛthivī (fig. 144) and Adhonāga (fig. 145). 
	  
	  
	  
	  
	  
	  
	  
Ill. 61: Folio with three unidentified figures in svastikāsana, the final one showing the parāṅmukhamudrā 
(fig. 148). The diagram in the third frame mentions the ingredients of a pañcagavya offering in 
Nepālbhāṣā. The damaged folio that follows records a historical event in Nepālbhāṣā in Pracalit script. 
